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PREFACE 


When, two years ago, I prepared the second edition of my 
Gemanj: A Companion to German Studies, I wrote an account of 
Nazi literature which turned out to be too bulky for inclusion in 
the volume unless my sketch of Nazi history was cut down to 
the barest outline; and the publishers agreed to my proposal that 
I should expand the essay on German literature after 1880 in the 
first edition to form a separate volume which should deal com- 
prehensively and critically with the whole mass of the literature 
concerned. This literature of more than eighty millions - for I 
was bound to bring in the Swiss Germans as well as all the other 
Auslandsdeutscbe - is so vast that even in the generous space 
allotted me by the publishers I have found it difficult to deal with 
all I considered worthy of treatment. The difficulties have been 
aggravated by the insistency of Nazi propaganda, which by its 
very nature keeps in the limelight those writers (V/'e "Kmder des 
Dritten Ketches’, 'die Dichter des heimlichen Deutschlands’) who before 
1933 had the foresight to be volkhaft or the prudence to be so 
after that date. Another difficulty was the suppression of bio- 
graphical and bibliographical detail; e.g. such books of reference 
as Wer isfs'i are maddening in their planned and regulated 
insufficiency. At all events, I have tried to do justice to all my 
authors, whether boomed or banned; and, since on this side of 
the water there could be no question of taking over Nazi valua- 
tions, the verdict is in every case my own. 

I am very grateful for authorizations to quote poems - they 
include some of the very best of the period; and I must express 
my thanks to firms and individuals - to the Insel-Verlag, Leipzig, 
for Rilke; to Georg Bondi, Berlin, for Stefan George; to the 
Albert Langen/Georg Muller Verlag for Dauthendey; to the 
Deutsche Verlags-Anstalt, Stuttgart, for Liliencron; to the Otto 

ix 
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Muller Verkg, Salzburg, for Georg Trakl; to Frau Ida Dehmel, 
Frau Dr. Ricarda Huch, Frau Gertrud von Hofmannsthal, and 
Frau Margarete Morgenstern. (It is characteristic that my letters 
asking for permission to quote from works published by sup- 
pressed Jewish firms were not even returned by the German Post 
Office.) I am grateful, too, to those who have provided me with 
photographs; that of Stefan George is reproduced here for the 
first time; that of Rilke has been specially loaned by Dr. Stefan 
Zweig. For important details in the interpretation of Stefan 
George I have to thank two keen specialists - Frau Ida Dehmel 
and Dr. Helmut Kiipper. It is an equal pleasure to acknowledge 
my debt to the research work of my own post-graduate students 
at Birkbeck College, whose dissertations find due place in the 
Bibliography, and to Dr. C. T. Carr of St. Andrews University 
and Dr. A. E. Eastlake for help in reading the proofs, 

J. BITHELL 

HEMEL HEMPSTEAD, 

March 


PREFACE 

TO THE SECOND EDITION 

The normal procedure would have been, in the second edition, 
to add a chapter on whatever German literature of importance 
has appeared since the first edition was published. But the inter- 
vening years are those of the War, and books printed in Germany 
have been unobtainable. The supplementary chapter will be 
provided as soon as full information is available. In the meantime, 
corrections to the present text have been made. 

J. BITHELL 

PENZANCE, 

My I94J 



PREFACE 

TO THE THIRD EDITION 

The present edition fulfils the promise made in my last Preface, 
The text of the first edition has in the main been kept; but certain 
writers who in 1959 were in the forefront of interest have now 
passed to the rear and the space allotted to them has necessarily 
been shortened. Other writers on the contrar}^ are now more 
accurately appreciated because of the indefinable musicality of 
their verse (Georg Trakl for instance) and because their mentality 
and moods gave scope for the deepened psychological probing 
of these later years. The writers of the Nazi period with their 
clamour and clangour have now only historical and symptomatic 
importance, except perhaps that their cult for racial reasons of 
Heimafkunst has kept the prestige it gained. After the advent of 
Hitler not a few of the most eminent writers, Jew or Gentile, 
found asylum abroad; some were naturalized in the country of 
their adoption; and those of them who were discussed in the first 
two editions and continued to produce in exile - some of them 
their best work - have had this later work fully treated. The 
glaring feature of the post-war is the vogue of Existen- 

tialism, and my supplementary chapters follow the genesis and 
the growth of this ‘Magic Realism’ or whatever we may care to 
call it, although the traditionalist opposition has been stressed 
and interpreted. One feature of the post-war period cannot be 
missed: from 1935 to the end of the war the Germans had been 
denied access to foreign literature, and inevitably, as soon as the 
gates were flung open, the new French and Anglo-American 
literature came as a revelation that instantly called forth work of 
sterling worth in the same style and spirit. The new literature 
may be remotely fanciful or it may strike out to the last limits of 
Neo-Realism, as for instance in the work of Heimito von Doderer ; 

VI 
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xii 

the task of the critic is to interpret and appraise all tendencies, 
either as manifestations of the Zeitgeist or as lasting enrichment oi 
international literature. 

In conclusion I have to express my thanks for ready help to Dr. 
Rudolf Majut, Honorary Lecturer of Leicester University, and tc 
another distinguished scholar who does not wish his name to be 
mentioned, for reading the proofs. In addition I am indebted tc 
Frau Eva Kampmann-Carossa for permission to reproduce the 
portrait of her father, and to Frau Kathe Braun-Prager for the 
loan of her sketch of her brother. 

J. BITHELL 

PAIGNTON, 

September ip // 
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NATURALISM 


I n a sense it is possible to say that the literature of the period 
1880-1958 begins with the burgerUchesTrauerspiel, in which for 
the first time in literature middle-class characters are depicted 
as capable of tragic emotion. This development continues practi- 
cally without interruption; for even the characters of the classical 
period belong for the most part to the middle classes: Werther, 
Tasso, Wilhelm Meister, and Faust illumine essentially the same 
problems of artistic mentality as those of Thomas Mann’s fiction; 
the theme even of Schiller’s Don Carlos is that political Liberalism 
which ferments in the writings of Jung Deutschland, moves the 
hectic tides of Spielhagen’s novels, and is distorted in the com- 
munistically crazy preaching of universal brotherhood in the ex- 
pressionism which followed the First Great War. In the main lines 
this literature of a century and a half is a gradual fading, culmin- 
ating in the reductio ad absurdum of Thomas Mann’s Kdnigliche Hoheif, 
of the glamour in which monarchs and nobles lived a charmed 
life, and a corresponding intensification of the mental life of men 
belonging to all classes of society. 

The drastic change of ideals at the beginning of our period had 
been gradually prepared; indeed, though the performance of Ger- 
hart Hauptmann’s Vor Sonnenaufgang in 1 889 can be used as a land- 
mark in the same way as the production of Hernani is used in 
dating the first crashing victory of the French Romantic move- 
ment, in reality it only marks the date when the existence of a new 
orientation in literature was forced on the consciousness of the 
nation at large. The origins of the new doctrine are to be found in 
Gutzkow, who preached ‘the emancipation of the flesh’; in Spiel- 
hagen, who continued Gutzkow, particularly in his hostility to 
existifig forms of government; and in the ‘poetic realism’ of such 
writers as Otto Ludwig and Gottfried Keller. 


T 
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The State of literature in 1880 was respectable but stagnant. In 
lyric verse the scholarly poets of the Munich school had achieved 
a perfection of form which is apt to weary by its monotony and 
lack of rude masculinity; its themes were decent but hacloieyed; 
and even the outer appearance of the volumes was used to typify 
it in the term of opprobrium, Goldschnittljrik, cast at it by the new 
school A flood-tide of verse tales in facile rhythms had followed 
Scheffel’s Trompeter von Sakkingen (1854); Julius Wolff (1834-1910) 
continued to pour out his rhymed romances till near the end of 
the century. The exhaustion of the novel is seen in two genres, 
that of the sentimental tale which had its strongholds in the family 
journals (particularly Die Garfenlaube) and the historical novel, the 
so-called Professorenroman or archdologischer Ro/nan. The vogue of 
the historical novel is to be explained by the hypertrophied race- 
consciousness which was the result of the victories of 1870^: from 
the glory of the present novelists like Gustav Freytag and Felix 
Dahn turned to the glories of the past; the conquest of Italy as 
related in Felix Dahn’s Ein Kampf urn Rom (1876) symbolized the 
superiority of the unspoilt Germanic tribes over the decadent, 
slothful, and shifty romance nations. The historical novel, in so 
far as it renewed the historical novel of Scott and Willibald Alexis 
by packing it with palatable erudition, had elements of novelty; 
the historical drama, on the other hand - it was christened Ober- 
khrerdrama - is resurrected Schiller progressively debilitated. The 
theatre had existed mainly on the Sitten- md Thesenstuck, which 
was, on the one hand, a continuation of the Eamiliendrama of Iffland 
and Kotzebue ['kotssbux], and, on the other hand, an imitation of 
the machine-made plays of Sardou and hoc genus omne\ Paul lindau 
(1830-1918) was one of the chief purveyors.^ 

Another consequence of the Franco-Prussian War was the sud- 
den affluence of wealth, particularly in Berlin; in the Prussian 
capital there was an orgy of building and of speculation (Griinder- 
tum)-, it is depicted in Spielhagen’s novel Sturmflut (1876). Berlin, 
imghtily magged, had become a European city conscious of its 
significance; it became a literary centre to which authors streamed 


r^^^Strangely enough, defeat in the First Great War had ultimately the .same 

Two "^iters of flimsy farces of this generation scored successes in Eng- 
tod; we kiiow Gustav von Moser’s (1825-1903) Jder Bihliothkar as The 
VnmU Secret^, and Oskar Blumenthal’s (1832-1918) Im weissm Rhss/ as 
ITme Horse Im. 
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from the provinces; and the wealth of the upper and trading 
classes was matched by the grovelling poverty of the working 
population. But the workers were at the advent of their rise to 
power; Spielhagen’s 'K.eih md died (1866) had already been a 
Socialistic novel, with a hero clearly modelled on the Socialist 
leader, Ferdinand Lassalle [la*sal] (1825-64); labour and capital 
had faced each other as irreconcilable forces in the same author’s 
Hammer md Amboss (1869); and henceforward Marxism^ is to be 
reckoned with as a literary ferment. With Socialism goes a wave 
of pessimism, in stark contrast with the racial optimism of the 
historical novel. Goethe had overcome the Weltschmer^ of Werther^ 
though the teaching of Faust is still Entsagung\ in the romantic 
period Welfschmer^ had blended with Byronism; Schopenhauer 
(1788-1860) made pessimism a philosophic system the influence of 
which on literature was profound. It was not definitely displaced 
till Niet2sche’s doctrine of the superman passed into the neo- 
romanticism of the impressionists; and even here it still acts as a 
secondary influence, for the neo-romanticists take over the moods 
of the French symbolists, who had themselves been deeply influ- 
enced by Schopenhauer. Into this stream of pessimism flowed a 
new current, deriving from Darwin’s doctrines of the struggle for 
existence. Darwin’s laws of heredity and environment {milieu^ Urn- 
gehung^ Ummlt) immediately provided catchwords for literature; 
even Gunther in Wilhelm Jordan’s Die Nibelunge (1868-74) selects 
his Bettgenossin with an eye to ZuchtwahL Darwin’s theories, supple- 
mented by the teaching of Ernst Haeckel (i834-i9i9),2 were to 
revolutionize the conception of society, and, as a vision of irresist- 
ible cosmic forces, were already in 1880 shaking the crass utilitar- 
ianism which, as the accepted view of life, had accompanied the 
accession to wealth of the great cities. Wilhelm Scherer (1841-86), 
professor of German literature at the University of Berlin, was one 
of the first to proclaim the coming domination of science; he had 
declared that natural science was the '‘sig^atura temporis: . . . sie 
druckt der Poesie ihren Stempel auf. Die Naturwissenschaft v(ieht als 
Triumphator auf dem Siegeswagen einher^ an den mr alle gefesselt sind^ 

^ The first volume of Karl Marx’s (1818-83) DasKapifa/h.2Ld appeared in 1 8 67. 

2 Haeckel’s Die Welirdtsel (1899) popularized his system of Darwinistic 
evolutionism; it is essentially the gospel of materialism, but in Der Monismus 
(i 892) he had attempted to link science with religion by deriving moral good- 
ness (i.e. ethics) and the cult of beauty (i.e. aesthetics) from the recognition of 
ultimate truth. 
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These changes of outlook would, no doubt, if they had been 
left to themselves, have worked their own way to a new expres^ 
sion. But Germany, always receptive to ideas, has at all stages of 
new development in her literature caught the vivifying fire from 
abroad. Now, while Marx and Darwin were working so to speak 
under the surface, ideas came in with a rush from three foreign 
sources : Russia, France, and Norway. Much as in the eighteenth 
century Rousseau had forced on literature a change of front with 
his paradox of 'back to nature’, Tolstoy now, with his denunci- 
ation of the depravity of the cultured classes and his preaching of 
asceticism, raised a new ideal, and turned attention to the misery of 
the poor. His Powers of Darkness (1886) was a powerful influence. 
Dostoieffsky, with his minute and relentless psychology and his 
strange characters, pointed to new directions. Zola, following up 
Taine’s theory of mJieu^ proclaimed that the meticulous methods 
of science should be applied to literature, that an author should 
give a slice of life seen through a temperament. Zola’s procedure, 
deliberately photographical, seemed the denial of poetry and in- 
spiration; in actual result, however, he achieves the effect of poetry 
by his gigantic symbolism. Ibsen, too, in the plays of his maturity, 
made a show of the abnegation of poetry in the shorn plainness of 
his dialogue; but he again in his latest plays wedded an illusory 
realism to a mystical and wistful symbolism. The stark ugliness of 
Tolstoy’s picture of life reappears in the first period of naturalism. 
Zola is more than any one else the acclaimed model of the first 
naturalists, both in drama and the novel. Ibsen lends form and 
substance to the dramas of the iconoclasts ; he himself, however, 
had continued the problem plays of Hebbel, and there is thus in 
the naturalistic plays which are modelled on those of Ibsen a chain 
of continuity with a link forged across the sea.^ 

Another strongly emphasized feature of the new naturalism is 
hostility to the doctrines of Christianity. This is, however, nothing 
new in German literature. There is anti-religious feeling in Gott- 
fried Keller’s Der grme Heinrich (1854) and in Spielhagen’s Pro- 
hlematische Naturen (1861); and the anti-clerical atmosphere of 
Paul Heyse’s Kinder der Welt (1873) had been denounced as the 
glorification of Sodom and Gomorrha. Anti-clericalism goes to- 
gether with the assertion of the rights of the senses (Gutzkow’s 

1 Dramatists who continue Hebbel directly in our period belong to neo- 
classicism. 
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'emancipation of the flesh’) ; there had been much of this doctrine 
in Paul Heyse’s long novel Im Paradiese (1876), and it is preached 
ad nauseam by the naturalists and, indeed, by the succeeding schools 
down to the present day; only in individual authors is there a 
questioning of this placing of morality beyond the pale of reason, 
as in Thomas Mann (e.g. Piorem^d), It is true that, although passion 
is hailed as sovereign, there is at the beginning of naturalism a 
kind of eugenic denunciation of individual vices, e.g. drunkenness 
in Hauptmann’s Vor Sonnenaufgang\ but even Hauptmann’s drunk- 
ards, in his later plays, illustrate the general sentiment that: tout 
comprendre Pest tout pardonner. The argument runs that since men- 
tality is shaped by milieu and hereditary tendencies, above all by 
the sexual impulse, man’s will is not free; and, since the will is 
not free, morality is not absolute (i.e. a law for all) but relative 
(a law possible or impossible according to physical constitution, 
mentality, and environment). Action is due to nerves; and, since 
men are not responsible for their nerves, they are not responsible 
for their actions. 

It is curious that this comparative contempt for 'morality’ runs 
through the work of paul heyse (1830-1914), who was set up as 
a bogey-man to be shied at by the firebrands of the new realism. 
His attitude, however, was that of the old romantic poets, a mere 
over-emphasis of the beauty of passion; the objection to the 
Bohemian artists of his Im Paradiese is that, although they are 
sufficiently immoral, they are too unreal to be anything. Paul 
Heyse lived right through the period of naturalism, and he may 
be given his place in the period, alien to naturalism as he was, 
because he serves for contrast. 

Closely associated with Paul Heyse was adolf wilbrandt (1857- 
191 1), and he too in his artist novel Hermann Ifinger (1892) blazed 
a partisan contrast between drab naturalists and eclectic classicists ; 
there are pen-sketches too in this novel of the painters Makart 
and Lenbach and of the Munich school poet graf von schack 
(i 8 1 5-94), another of the proud old school who has the attitude of 
an impressionist, the cloistered contempt for the reading public, 
and the cult of form for form’s sake which was the pose of Stefan 
George. Wilbrandt’s scholarly absorption in the personality of 
artists and writers and their style - his book on Heinrich von 
Kleist (1863) and his essays on Fritz Reuter (a fellow Mecklen- 
burger) and Holderlin are first-rate - led him to hammer out a 
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species of interpretative biographical novel {Gedankenroman) which 
has some of the elements of the vie romanck of our own day: Die 
Osferinsel (1895) is written round the gospel of Nietzsche, while 
HildegardMahlmann (1897) has for central figure the peasant poetess 
Johanna Ambrosius. As a dramatist Wilbrandt wrote comedies 
\pie Vermahlten^ 1871 ; Die Ma/er, 1872) which were reckoned as 
the best after Freytag’s Die Journalisteriy and ^Roman’ tragedies 
{Gracchus, 1870; Arria und Messalina, 1874) which edified by gor- 
geous pictures of ancient vice. In the history of the theatre he 
counts, however, mainly by one play - Der Meister von 'Palmyra 
(1889) - which answered the trumpet blast of the naturalists by 
showing what might still be made of the old type of drama, how- 
ever lifeless the lilt of the blank verse. 

Two poets of the older generation belong more or less to the 
new schools of naturalism and impressionism, Theodor Fontane 
and Conrad Ferdinand Meyer; the former by virtue of his realism 
and the relativity of his moral judgments, the latter by his use 
of symbol and his handling of history and renaissance themes, 
c. F, MEYER (1825-98), whose Collected verse appeared in 1882, 
used history to veil the intimate problem of his own personality, 
and so cunningly that symbolism and psycho-analysis had to make 
their impress on criticism before the hidden import of his verse 
as of his tales could be imravelled. His physical development, 
shocked by ‘nervous breakdowns’, was so imperfect that he did 
not succeed in growing something in the nature of a moustache 
till he was over fifty; he then married, and had a child. The salient 
thing in his work^ is his worship of strong men^; hence his love 
of renaissance types.^ In lyric verse he is the link between the 

^ Huttens kf^te Tage (1872; the story in verse of the last days of Ulrich von 
Hutten); Jiirg Jenafsch (1876; his one novel, followed by short stories); Der 
Hezlige (1880; the story of Thomas a Becket shadows the German Kultur- 
kampf)\ Nove/Ien (1883: Das Amuktf, Der Schuss von der Kan^e/, Plautus im 
Nomenkloster, Gustav Adolfs Page) ; Das Deiden eines Knaben (1883; imaging the 
writer’s own tortured boyhood); Die Hock^eit des Monches (1884; related by 
Dante); Die PJchterin (1885); Die Versuchung des Pescara (1887); Angela Borgia 
(1890). He ranks with Theodor Fontane as a regenerator of the historical 
ballad; Die Rose von Newport^ Der sterbende Cromwell and Miltons Rache treat 
English themes. 

2 Das Mittelmdsslge\ he wrote, ^macht mich desbalb so traurig^ weil es in mir 
selbst einen verwandten Stoff findet - darum suche ich so sehnsuchtig das Grosse,^ 

^ Widely read in historical literature, he was influenced by Jakob Burck- 
hardt’s (1818-97) Die Rsiltur der Renaissance in Italien (i860), one of the great 
sources of inspiration for the impressionists. 
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flawless perfection of form and the priest-like pose of Platen and 
the consecration of self in symbol of Stefan George. 

THEODOR FONTANE (i 8 1 8-98) was - like his forerunner as a 
writer of tales of Brandenburg, Willibald Alexis (1798-1871) - of 
Huguenot descent (phoneticians give both French and German 
pronunciation for his name). He had lived a busy life as a journal- 
ist when, at the age of sixty, he began to write novels. His social 
novels deal mainly, and with complete freedom from prejudice, 
with three problems : das Verhdltnis or liaison between gentleman 
and working-class girl, mesalliances^ and adultery. UAdultera (1882) 
is a tale in which a woman is seen gliding, not passionately but 
inevitably, into adultery with a baptized Jew; the husband has the 
good qualities of that husband from whom Dorothea Veit ran 
away to Friedrich Schlegel, but she feels the physical repugnance 
to him which Irene in The Forsyte Saga feels for Soames; she is 
made to feel - her own children recoil from her - that she has 
outraged society, but in the end she is forgiven even by the hus- 
band she has deserted; her action is questioned, but not judged; 
there is indeed symbolic reference to Tintoretto’s picture of Christ 
and the woman taken in adultery. The central theme of Irrmgen^ 
Wirrmgen (1888) is a love-affair between an officer and a working- 
class girl - ^ das landesuhliche Techtelmechtel\ as Otto Erich Hartleben 
in Fosenmontag calls such a 'Verhdltnis \ the girl is practical and far- 
sighted, gives up her lover, marries one of her own class, and lives - 
happily ? In the girl’s leave-taking there is a dramatic poignancy 
as of the old ballads Fontane loved - he wrote some of the best 
(modelled on our old border ballads) in German literature: ‘And 
so,’ she says, ‘this is the last time I shall hold your hand in mine?’ 
After Irrungen^ Wirrmgen the naturalists claimed Fontane for their 
own, and he with his wise old generosity acknowledged their right 
to a place in the sxm. They were writing Berliner 'B.omane^ which 
are now forgotten; his remain. In 'EffiBriest (1895) a young girl 
marries an old lover of her own mother; he is a man of high 
position who is rather above her than with her; she falls to a 
lover rather from boredom than from passion, and returns to her 
paternal home to die; there is no pronouncement that she was 
guilty. Here again Fontane shows forces working, but does not 
judge those who are overcome by these forces. Frau Jenny Treibel 
(1892) shows Fontane at his best as a sly humorist: Frau Jenny 
is a parvenue with a mouth full of enthusiasm for higher things 
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and an unerring sense of what is good and practical. Frau Jenny is 
ridiculous, but delightful; the irony lights up, but does not corrode. 
In Fontane’s descriptions of the Prussian nobility, as in Die Voggen- 
puhls (1896), which shows the family of a dead officer struggling 
to keep up appearances, the irony touches very lightly. Fontane 
has a limited range of characters - junkers, officers, dear old aunts, 
gardeners, clergymen - but his types are sharply individualized by 
his masterly handling of dialogue; his technique depends largely 
on conversation or on self-expression in monologue and corres- 
pondence. R. M. Meyer calls Fontane ‘the first consistent realist 
in German literature’; this is not quite correct: Fontane, it is true, 
is not a ‘poetic realist’ because he is without Romanticism (except 
in his ballads), but he differs from the ‘consistent’ naturalists be- 
cause he is worlds removed from Armekutepoesie\ the working- 
classes only come into his work as foils to his gentry; his affinities 
with the new school are in tone rather than in texture - they show, 
not so much in his realism as in his large-hearted attitude to social 
problems, or, to repeat the catchword, in the relativity of his 
morality. 

Two other forerunners of naturalism, Ludwig Anzengruber and 
Marie von Ebner-Eschenbach, are of very high rank in literature. 
The naturalistic drama really begins with ludwig anzengruber 
(1839-89), the dramatic effectiveness of whose plays is partly due 
to his training as an actor. He was a Viennese; i.e. a city man with 
a good knowledge of village life and a more or less artificially 
acquired knowledge of dialect - an advantage for stage purposes. 
He had learned something from Berthold Auerbach (1812-82); 
but, unlike Auerbach, he gets inside his peasants; and what he 
really continues is the old Viennese Volksstuck (Mozart’s Magic 
Flute is such a local play), which he modernizes by dropping the 
fabulous elements and some (but not all) of the irrelevant music, 
while still keeping the sensational machinery, thunder and light- 
ning playing round the catastrophe, bullets whizzing in a gloomy 
gorge, etc. He made his reputation with Der Pfarrer von Kirchfeld 
(1870), which shows his qualities and his limitations. The hero 
Hell (a symbolic name), a perfect priest in a Tyrolese village, has 
reformed his parishioners, who idolize him, but his enlightenment 
is looked upon by the village lord (whose name, Graf von Finster- 
berg, symbolizes his obscurantism) as heterodoxy, and the play 
ends with Hell being summoned to appear before his ecclesiastical 
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superiors. He is shown to be dangerously in love with a pictur- 
esque maiden who helps his quaint old housekeeper with the 
housework; but he is in complete control of himself, though his 
kindly treatment of the girl is misconstrued. The play is a discus- 
sion of the moot topics of the day : marriages between Protestants 
and Catholics are shown to be natural, and above all the action 
drives home the moral that it is cruelty to priests to forbid them 
to marry. Der Pfarrer von Kirchfeld is, therefore, at once a problem 
play, pointed social criticism, and an attack on dogma. Where it 
lags behind is in the naive technique; this is frankly melodramatic, 
but with its strange atmosphere as of a world of dream it is far 
removed from vulgarity. The peasants speak an easily intelligible 
dialect, and speak it naturally; here, too, Anzengruber is a pioneer. 
The characters of Der Pfarrer von Kirchfeld are charming but child- 
like; the following plays show an advance in intensity of character- 
ization. The hero of Der Meineidhauer (1871) is a kind of village 
Richard III; there are sensational scenes, but the action grips; and 
the belief of the Meineidbauer that he is safe in sin carries him 
along in an inevitable course to destruction. Das vierte Gebot (1878) 
comes nearest of Anzengruber’s plays to the naturalistic formulas, 
and was acknowledged by the naturalists as a masterpiece.^ It is as 
much an arraignment of existing morals as Sudermann’s Sodoms 
Ende: a turner and his bawdy wife bring up their daughter as a 
whore, and their son ends as a murderer; another character sells 
his daughter to a rascal; such is the world in which people are 
bidden to obey the fifth^ commandment. 

There is the Shakespearian blending of comedy in Anzengruber’s 
tragedies ; in the comedies proper fun runs riot, and the quaint 
characters ~ they are like nothing on earth, but in their Tyrolese 
setting they are as real as goitre - are a perpetual delight. Die 
Kreu^elschreiher (1872) are villagers who have been persuaded to 
affix their crosses — they cannot write — to a document which is in 
intent an attack on Holy Church; the priest now orders the wives 
to withhold marital rights, and peace is only restored by the mother- 
wit of Steinklopferhanns, who tells the wives that their husbands 
are to make a pilgrimage to Rome - with the unmarried women of 

^ It was far too modern for the Vienna of 1877 (the censor mangled it), 
and only began its victorious career when produced by the Freie Biibne in 
Berlin in 1890. 

2 The Lutheran Church has the Augustinian enumeration, with the first 
and second commandment run together. 
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the village. Moral: priests should not interfere in family affairs. 
The hero of Der Gwissenswurm (1874) suffers from pangs of con- 
science because once on a time he had played loose with a girl; 
he recovers his peace of mind when he comes across her as a 
farmer’s wife and happy mother - and she shows him the door; 
and when his old sin, in the shape of a merry girl, locks him in 
her arms and warms him like stmshine. Moral: morality should 
not be implacable, and conscience should not make cowards of 
us all. In Doppelselbstmord (1876) a pair of star-crossed lovers bury 
t b pjr parents’ strife by maidng them believe they have committed 
suicide; they are discovered committing matrimony on the high 
mo\mWm. Jmgfern^ft (1878) glides gaily along the edge of ob- 
scenity: a rich lover is shied off by a story, only faintly offensive 
in & fabliau or a Viennese Volksstikk, that the lady is strangely 
cursed - the first carnal touch of her brings death. 

Anzengruber was equally a master of the Dorfnovelle or village 
tale. In Der Schandfleck (1876) he handles the theme of ungrateful 
children tormenting an old man, a village Lear, who finds refuge 
with a bastard child (the Schandfleck). The heroine of Der Stem- 
steinhof (1883-84), a masterly character study, sets her cap, poorest 
wench of the village though she is, at the richest farmer’s son, and, 
a village Helen sticking at nothing, with her ‘ehrfurchtgebietende 
Immoralitaf a Nietzschean unawares, achieves her end; she then 
shows herself to be a capable housekeeper, and rules her con- 
quered realm with stem and implacable justice. 

MARIE VON EBNER-ESCHEOTACH (1830-1916), who is at her best 
where she describes the life of her native province of Moravia, 
is naturalistic in her rendering of milieu. The world of her tales 
(Dorf- und Schlossgeschichten, 1883 and 1886) is that of the Austrian 
nobility to which she belonged, but she also describes with innate 
sympathy the life of peasants and servants attached to the nobility; 
like another aristocrat, George Sand, she inclines with a sympathy 
akin to Socialism to the labouring poor; one of her main themes 
is the starvation of the mind by unfavourable environment and 
hereditary failings. She achieved fame •mdSx'Ein Spatgeborener (i 875), 
and her best novels were written in the two following decades. 
Although her marriage was childless, no one has ever described 
children better than she did. One of her best novels. Das Gemeinde- 
Mnd (1887), has for its hero a boy who is the son of a murderer, 
and whose mother is in prison; he has the whole village against 
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him, but wins through by strength of character and by following 
the precept to requite evil with good. Marie von Ebner-Eschen- 
bach shares the didactic tendency of the writers of village tales ; 
her great lesson is that duty comes first and must be performed as 
much by a countess (^nsuhnhar^ 1 8 90) as by a servant {io\ena^ 1876); 
not love, therefore, but renunciation is the chief thing in life. 
According to her, love is rare. What is essential for the wellbeing 
of the human race is not love of individuals but love of one’s 
fellow-men. ‘I look on love’, she says, 'as the most cruel of all the 
means which an angry deity has invented for the punishment of his 
creatures.’ Perhaps for this reason she often keeps her lovers apart. 

A forerunner of a different sort was Duke Georg von Meiningen, 
who had set himself as the task of his life to reform the German 
stage. Not the least important step in this programme was his 
morganatic marriage to one of the actresses of his Court theatre; 
she with him superintended the rehearsals, drilled the company, 
and selected the plays, while the Duke himself did the scene- 
painting. Both launched into historical research work to ensure 
accuracy of mise en scene and costumes; and, as far as possible, 
furniture actually used at the time the plays represented was pro- 
cured. This cult of realism on the stage went so far that in the 
production of albert lindner’s (1831-88) 'Bluthoch^eit (1871; an 
Epigonendrama)^ which deals with the massacre of St. Bartholomew, 
the whole theatre was so full of real powder that the actors could 
scarcely speak for hoarseness and the spectators got sore eyes. 
The Meiningers were the forerunners of Max Reinhardt in this 
stage realism, as well as in their handling of crowds, which with 
them were an active part of the picture, not an inert mass. One of 
the great events in the history of the German stage was the visit, 
in 1874, of the Duke of Meiningen’s company to Berlin, where 
they produced Shakespeare’s Julius Ccesar, This was the beginning 
of the reform of the Berlin theatre. 

A further stage in this reform was the establishment in 1883 of 
Das Deutsche Theater in Berlin. The director appointed was adolf 
l’arronge (1838-1908). Adolf L’Arronge has some importance 
historically as a dramatist,^ and he might be classified as a link 
between the Sitten- und Thesenstiick and the naturalistic drama; his 
plays owed their vogue to their careful though not rigidly realistic 
painting of Berlin life, especially of the mushroom plutocracy 
^ Mein Leopold (1873); Hasemanns Tocbter (1877); Doktor Klaus (1879). 



12 MODERN GERMAN LITERATURE 

which was to be more drastically pilloried in Sudermaim’s Sodom 
Ende and Heinrich Mann’s novel Im Schlaraffenland-, and it was 
L’Arronge who first, though with a different moral, laid hold of 
the contrast between Vorder- md Hinterhaus and created a new 
type of play which culminated in Sudermann’s Die Ehre. In the 
history of the German stage L’Arronge will always figure pro- 
minently. The great work of his life was his management of Das 
Deutsche Theater. L’Arronge gradually worked out his schemes 
of reform. He combined the scenic splendour of the Meiningers 
with the noble declamation, the cult of poetry in the spoken word, 
for which the Burg Theatre at Vienna had, under Heinrich Laube’s 
management from 1850 onwards, become famous. He revived 
Shakespeare and Goethe and Schiller, and took down from the 
library shelves the noble dramatic poems of the later classics, 
Kleist and Grillpar2er and Hebbel, and gave them at last a definite 
and enduring place in the life of the nation. 

With the rejuvenation of the stage came better and before long 
great acting. L’Arronge discovered and trained talent. Joseph 
Kainz (1858-1910) and Agnes Sorma (1865-1927) found in him 
their first patron. How deeply the brilliant actors of the next 
decades influenced literature it would take too long to show, but 
a few words might be said of Joseph Kainz. He created a style of 
acting which was entirely his own; he owed absolutely nothing 
to tradition. Perhaps he followed a hint of Richard Wagner, who 
urged that the most essential reform of German acting was to 
double the speed of delivery. But though Kainz tore along at a 
furious pace, with absolutely no punctuation, his accentuation was 
so clear that never a word was lost. There was no rhetoric in his 
speaking, and if the dramatist had put it there he eliminated it. 
He worked in chiaroscuro; he spoke in dull tones to enhance the 
light of the passionate moments. In Ibsen’s Ghosts, for instance, 
he was laconically conversational, and to spectators accustomed 
to the old school of acting seemed only to act in the last tragic 
moments; there he was overpowering. But though his speaking 
might be the grey language of everyday life, his gesture was always 
eloquent. Not that he threw himself about or made a windmill of 
his arms ; gesture was to him the harmony of movement with the 
mind, the trailing rhythms of Oswald’s iseased limbs in Ghosts, 
the tortured irresolution of Hauptmann’s bell-founder, the lyric 
haste of Romeo. His flexible frame has been compared to a sword. 
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and again to the body of one of Botticelli’s Virgins. But people 
raved most about his hands. He acted as much with his hands - the 
thin wan hands of an aesthete - as with his voice. He best imper- 
sonated young men, neurasthenic boys, erotomaniacs, weaklings, 
lovers. ‘His Hamlet’, says Hermann Bahr, ‘dies of youth -- dies 
because youth remains when manhood should dawn.’ He was 
naturally akin to his friend King Louis of Bavaria. And it is 
characteristic that he translated into verse and adapted for the 
stage Byron’s Sardanapalus (1897). 

Another event that was destined to be of the greatest impor- 
tance in the history of the drama was the establishment in 1889 
of the Verein Freie Biihne. The name was suggested by Antoine’s 
Theatre libre ; whereas, however, the Parisian theatre was dependent 
for its existence on its box-office takings, the Freie Biihne aimed at 
producing plays with no popular appeal but new in inspiration. 
Among the founders of the club were Maximilian harden,^ later 
the editor of Die Zukunff^ Heinrich and Julius Hart, and paul 
SCHLENTHER^ ; OTTO BRAHM^ was the director. The first play pro- 
duced by the Freie Biihne was Ibsen’s Ghosts; it was soon followed 
by Hauptmann’s Vor Sonnenaufgang. But the first dramatic successes 
of the period fell to tragedies that are really 'Epigonendramen^ iambic 
verse plays in Schiller’s manner. The first of ernst von wilden- 
bruch’s (1845-1909) successes had been Die Karolinger (1881), 
which centres round the quarrels of the grandsons of Charlemagne. 
Wildenbruch, a scion of the Hohenzollerns on the wrong side of 
the blanket (his father, the German consul at Beirut in Syria, 
where the poet was born, was the son of Prinz Louis Ferdinand), 
had served as a Prussian officer, and had abandoned the army for 
a career in the civil service. Of his ‘Hohenzollern plays’ the most 
interesting is Die Quit^pws (1888); here he makes concessions to 
the naturalistic dogma by introducing the Berlin dialect - a chrono- 
logical impossibility, since at the time of the action of the play 

^ 1861-1927; one of the most vitriolic of publicists. He showed acumen 
in the literary articles he wrote for Die Zukiinft^ which he founded in 1892. 
He ‘discovered’ Maeterlinck, boomed Ibsen, and wrote a notable essay on 
Maupassant. His style, with its flaring Jewish qualities, went to waste in 
conceited mannerisms. Political and literary essays in book form: Apostata 
und neue Folge (1892); Kopfe (1910). 

2 1854-1912; from 1898 director of the Hofburgtheater in Vienna. His 
book Gerhart Hauptmann (1896) is well known. 

2 1856-1912; see p. 29. Critical works: Gottfried Keller (1883); Heinrich von 
Kleist {1884); Schiller (1888). 
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(it describes the subjection of the unruly nobles of the March 
of Brandenburg by the newly imported Margrave Frederick of 
Nuremberg) Vlattdeutsch was spoken in Berlin. There is an attempt 
to combine the grand historical style with up-to-date realism in 
the double drama Heinrich md Heinrichs Geschlecht (1896), in which 
the German Emperor’s humiliation at Canossa provides a sen- 
sational scene. The action of Wildenbruch’s plays^ rushes along 
and culminates in such da22ling stage-effects; but they are poor 
as literature, owing to the naive characterization; the characters 
are lyrically exuberant puppets, and the construction, instead of 
building up to a climax, reels from sensation to sensation. Wilden- 
bruch, in his desire to be abreast of the times, joined company 
with the naturalists; in two of his plays. Die Hauhenlerche (1890) 
and Meister Balder (1892), he outwardly followed their formulas.^ 

The victory of the new realism which we have seen coming was 
being prepared by the beginnings of a new criticism. The early 
history of naturalism is that of two groups, one in Berlin and the 
other in Munich, each with a militant organ of its own. The Berlin 
naturalists gather round the brothers heinrich (1855-1906) and 
JULIUS HART (1859-1930), who launched the campaign in their 
Kritische Waffengdnge^ (1882-84). this review only four 
numbers appeared; the campaign was fought out in Die Freie 
Buhne, the organ of the Free Stage Club, which long kept its 
vigour as Die Neue Rundschau. 

The organ of the Munich group was Die Gesellschaft (1^ 85-1 902), 
founded and edited by michael georg conrad (1846-1927), who 
was one of the first devotees of the cult of Zola; he planned a series 
of novels of Munich life on the scale of the Rougon-Macquart 
cycle, but got no farther than diffuse sketches (Was die Isar rauscht^ 
1887). More interesting are two other novels. In purpurnerFinsternis 
(1895) and Majestdt (1902). In purpurnerFinsternis is a Utopia; the 
period is a.d. 3000; and Teuta, a land where mechanical devices 
have eliminated nature, is contrasted to its disadvantage with 

^ Harold (1882) and Christoph Marlow (1884) mishandle English themes. 

^ Wildenbmch’s short stories {JDer Meister von Tanagra, 1880; Das edle Blut, 
1892) are excellent of their kind. 

^ The second number contains an article by the Harts : Fiir und gegen Zola. 
The discussion was taken up again by Arno Holz in his essay Zola als 
Theoretiker, published 1890 in Die Freie Biihne and reprinted in Die Kunst: ihr 
Wesen und ihre Geset^e. Holz argues that Zola’s conception of the roman experi- 
mental and of documents humains is taken over from Taine, the Goncourts, and 
Claude Bernard. 
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Nordica, to which the heto escapes by aeroplane with the woman 
he loves and wishes to live with - a monstrous idea in this state of 
Nietzschean supermen, where the sexes are separated at puberty, 
though at fixed periods regulated by the chief physician males are 
admitted to the women’s quarters. In Nordica nothing mechanical 
is allowed ; for where machines rule there is neither craftsmanship 
nor leisure. (This had been the conclusion of William Morris’s 
News from Nowhere,) Majestdtis Nietzschean, in so far as it glorifies 
Ludwig II of Bavaria - ""eines Konigs Majesfdt in tiefer Einsamkeit^ 
einer jungfrdulichen Kiinstlerseele in Purpur\ - and derides the masses. 
The change in outlook in these two novels is typical. 

In lyric verse the revolt was heralded by an anthology published 
in 1884 in Berlin: Moderne Did tercharak fere. It was edited by 
WILHELM ARENT (1864-?), ^ P^ct who prided himself on being 
crazy, and prefaced by two introductions intended as a manifesto, 
one by Hermann conradi (1862-90) and the other by karl 
HENCKELL (1864-1929) - brave words calling for new characters 
to write the new verse, but surprisingly empty. The poems of the 
anthology, as a matter of fact, present no innovation of form; 
what is new is the prominence given to ^modern’ subjects, mainly 
in the direction of Grossstadtpoesie, Hermann Conradi had a certain 
originality; his note is that of half-disgust with the debauch into 
which his sensual nature hurled him down from the heights to 
which his intellect strove; this note lends a pathetic interest - for 
he died of pneumonia at the age of twenty-eight - to his book of 
verse Lieder eines Sunders (1887), with its sulphurous defiance as of 
Tannhauser prisoned in the Venusberg, in the mans veneris, Con- 
radi’s half-tragic, half-ridiculous fate, together with the partially 
realized intensely personal style of his novel Adam Mensch (1889), 
revived interest in him in the days of expressionism. He had pre- 
viously published a collection of short stories, Brutalifdfen (1886), 
and a novel, Phrasen (1887), which has historical importance as 
the first book to show the influence of Nietzsche. The two novels, 
moreover, are the first in the pathological manner of Dostoieffsky. 
Karl Henckell, as time went on, assumed the role of poet laureate 
of the Socialists {AMsgewdhlte Gedichfe, 2 vols., 1903). Of the other 
poets of the anthology, few were destined to win lasting fame; 
but Otto Erich Hartleben, who distinguished himself later as 
a dramatist and humorist, was represented with odes in the 
ancient Greek style, and Arno Holz contributed poems which, 
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though traditional in form, are excellent in their genre-painting. 

ARNO HOL2 (1863-1929) it was who, in conjunction with his 
friend Johannes schlaf (1862-1941), put the match to the gun- 
powder. Amo H0I2, an East Prussian, had begun as an imitator 
of Geibel, but in his volume of verse Buch der Zeit (1885), though 
the form is traditional, there is already Armeleutepoesie. Holz has 
described in his proUx treatise Die Kunst: ihr Wesen md ihre Geset^e 
(1890-92) how he discovered ‘consistent realism’. On his return 
from Paris, where he had studied Zola’s critical writings, he had 
taken rooms with his friend Schlaf in a Berlin suburb, and there 
he came across a boy’s drawing of a soldier on a slate; to anybody 
else it might have been a camel, to the boy it was a soldier; the 
boy had failed in the first place because his tools were inadequate, 
and in the second place because he did not know how to handle 
the tools he had. From this Holz deduced his famous law: Die 
Kunst hat die Tendens^ wieder die Natur e^usein. Sie wird sie nach Mass- 
pphe ihren jeweili^en ^Jproduktionsbedinpfin^en und deren Dandhabung, 
That is : art differs from nature only in the means of representation. 
There are as many forms of art as there are means of representing 
it. Since art strives to be nature, the stem aim of art must be to be 
‘consistent’, or unswerving in the exact reproduction of nature. 
In illustration of this tmth, Holz and Schlaf wrote three Novellen, 
which were published in 1889 as Papa Hamlet by Bjame P. Holm- 
sen. The name of the alleged author reflects the popularity at that 
time of Scandinavian writers. Papa Hamlet is an old actor who is 
always declaiming passages from Hamlet-, when his baby Fortinbras 
cries he puts a pillow over its face; in the end he stifles the child. 
The characters of the three tales are grey ordinary beings ; we get 
chunks of daily life narrated with photographic reality. Zola had 
defined art as life seen through the artist’s temperament; Holz 
eliminates the artist’s temperament and, in intention, photographs 
hke a camera, with no apparent interest either in his characters or in 
their speech, which he gives in fragments and disjointed. The best 
of the tales IS the third: Bin Toi.the description of a night passed by 
students at the death-bed of a comrade who has been wounded in 
a ue . Here the unfinished sentences and the three full stops to 
represent the unspoken words produce an atmosphere and admir- 
ably suggest Ae sleepy crawling of the night-hours. This style is 
known as (the term was first used by Adalbert von 

Hanstem in his book Dasjmgste Deutschland, 1900), i.e. a style 
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which laboriously produces the impression of every ticking second 
of time ; it is a minute notation of trains of thought and sensuous im- 
pressions which points forward to psycho-analysis and the ‘stream 
of consciousness’ novel of recent years. Papa Hamlet owes its im- 
portance in the history of literature principally to the fact that 
Gerhart Hauptmann in his first play, which was dedicated to Bjarne 
P. Holmsen, ^dem konsequentesten Kealisten\ copied the externals of 
its style, i.e. SekundenstiL 

In the first of these three tales. Papa Hamlet^ there was so much 
dialogue that it approached drama. Holz and Schlaf then provided 
their model for a naturalistic style of drama in Die Familie Selicke 
(1890), which was staged by the Freie Buhne^ and of which Theodor 
Fontane said: ‘Here the roads part; here old and new separate.’ 
A father comes home drunk and goes to sleep on the sofa while 
his family are watching by the bedside of a sick child. The child 
dies; the daughter has to tell a theological student, the lodger, 
that she cannot marry him, as she will be needed at home to keep 
the peace between her drunken father and suffering mother. The 
language is in the Berlin dialect and the strictest SekMtidenstiL 

After this the collaboration between Holz and Schlaf ceased. 
Holz scored one popular success in a play which was not tied to a 
theory ~ a drama of school life, Traumulus (1905), written in col- 
laboration with Otto Jerschke. The action - a grammar-school 
boy has an affair with an actress - was topical: the straining of the 
educational machine in Germany had led to an epidemic of suicides 
among schoolchildren, and the problem of educational methods, 
both as regards teacher and taught, became so acute that there 
was repeated discussion of it in literature.^ Three other plays re- 
lated in theme are Wedekind’s Fruhlings 'Erwachen (1891), Otto 
Ernst’s Flachsmann als Efxieier (1901), and Georg Kaiser’s Rektor 
Kleist (1905). Holz planned a magpum opus^ a cycle of twelve plays ; 
of these he completed So^ialaristokraten (i 896), a literary satire (the 
characters transparently stand for notables of the literary Boheme 
of Berlin, Bruno Wille, John Henry Mackay, Przybyszewski) ; Son- 
nenfinsternis (i 908), the tragedy of the artist; and Ignorahimus (1912), 
the tragedy of the poet. In these later plays Holz sets himself the 

^ There are distressing pictures of school life in Thomas Mann’s Budden- 
brooks^ Heinrich Mann’s Professor Unrat^ Friedrich Huch’s Peter Michel^ Freund 
Hein (1902) by Emil Strauss, J. C. Heer’s Joggeli, Hermann Hesse’s Unterm Rady 
and To vote’s Frdulein Grisebach (1909, girls’ school). 
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gigantic task of fixing the inner rhythm of everything that is spoken 
by every character: accentuation and gesture are not to be those 
of the author, nor those of the actor, but of the given character at 
a given moment controlled by a given emotion. These rhythmic 
studies run concurrently with the strange results arrived at in 
metrics by a very great authority, Eduard Sievers, who claimed 
that his system of analysing the sounds of a work {Schallanalysi) 
can fix whether a poet, ancient or modern, recited with his belly 
or his shoulders, and even his height and cubic measure. Holz, 
analysing the rhythm of Hauptmann’s plays (even those in prose), 
finds that they scan with a monotonous rhythm in the author’s 
brain : they are thus not naturalistic, or in other words Hauptmann 
is reproducing his own singsong, not the rhythms of characters 
flat in repose or varying with the varying strain of emotion. 

In '^evolution der Lyrik (1899) Holz declared war against estab- 
lished form in lyric verse, and the rhythmic theories here pro-, 
pounded shape the vast mass of the impressionistic verse collected 
in his Phantasus (1898-1916). All previous verse, says Holz, had 
been metrical; this metrical form he (like Victor Hugo pontifically 
dislocating the Alexandrine) ‘smashes’^; and he replaces it by its 
diametrical opposite, rhythmical form. Rhyme and stanza vanish; 
the ‘natural and necessary’ rhythm constitutes the poem, which 
turns on an invisible central pivot {Miffelachse), Thus: Der Mond 
steigf hinter Apfelhaum^eigen aufxs rank prose; but 

Hinter bluhenden Apfelbaumv^weigen 
steigt der Mond auf 

is verse rotating round an invisible central pivot. Sceptically re- 
garded this might seem to mean that any reciter may turn prose 
into verse by modulating his voice before and after a pause (tradi- 
tionally: caesura); or that any compositor can arrange prose as 
verse by what Holz calls an ‘acoustic picture’. Truth to tell, these 
poems in free rhythms (a term Holz rejects,^ though critics insist 

^ ^Jede Wortkunst, von fruhster Urv(eit bis auf msere Tage, war, als auf ihrem 
kitten, tiefuntersten Tormprin’sfp, auf Metrik gegrmdet, Diese Metrik v^erbrach ich 
und set^te dafur das genaue, diametrale GegenteiL Ndmlich Khythmiki’ — *Der Rbjib^ 
mus allein ist unausschopfbar, Dieser immanente Rhythmus wdchst jedesmal neu aus 
dem Inhalt^ 

2 ^'Der freie Rhythmus geht aus einer musikalischen, der naturliche Rhythmus aus 
einer malerisch-plastischen Erfahrung hervor^ (The ‘plastic’ visualization reminds 
one of the poems arranged typographically in the form of goblets, etc., 
by seventeenth-century German poets.) Historically Holz’s *Po/ymeter* are, 
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on classifying the poems of 'Phantasus as such and ranging them 
with the attempts to reproduce something of Walt Whitman’s 
'barbarous yawp’) depend for their effect on their inherent poetry, 
their grotesque humour, their vivid pictures. 

Johannes Schlaf, after parting from Holz, continued to write 
plays (Jsieister Oel^e^ 1892; Gertrud^ 1^97; Die Feindlichen^ 1899). 
The two latter dramas share with Schlaf’s novels the quest ojF a 
new humanity; Meister Oel^e is stark realism. In the loosely con- 
nected sketches of rural nature 7 ^ Dingsda (1892) and (18 94) 

we have nothing more than a nerve-racked city man’s awakening 
to the healthiness of country life: much lauded as they were as 
poetry (though in prose) of the first water it is hard now to see 
in these feverish and peevish divagations more than a first reaction 
against the sordidness of the naturalistic 2^/7/>//-painting. This doc- 
trine of healing nature is transformed to a species of cosmic cult 
in Schlaf’s later volumes of verse Hell-Dunkel (1899) and Das 
Sommerlied (1905) and in the prose poetry of his Das Spiel derhohen 
Unien (1927). Historically the most interesting thing in Schlaf’s 
lyric prose is that it is a loose imitation of Whitman,^ whose serious 
influence on German form begins here and in Holz’s Phantasus, 
In his short stories Sommertod (1897), Leomre (1900), Die Kuh/nagd 
(1900), and Fruhlingsblumen (1901), and his two trilogies of novels 
Das dritfe Keich (1900), Die Suchenden (1901), PeterBojesFreite (1902), 
and Der Kleine (1904), Der Prinf^ (1908), A/n toten Punkt (1909), 
Schlaf gets to grips with the multifarious problems of the present, 
from the decay of society to the absurdities of science and religion 
and the conflicts of love and marriage; for decadence he adum- 
brates a cure by religious exaltation of spirit and Whitmanesque 
care of body and mind. As the new man of his futuristic vision he 
points, in the three little monographs he has devoted to these 
writers, to Whitman,^ Verhaeren, and Maeterlinck. 

The two Hart brothers will live in the annals of literature for 
the part they played in the campaign for naturalism {Sfoffkunst, 
Herrschaft der Materie^ to use denominations of recent years). In 
memoirs and elsewhere - and indeed by reason of their solemn 
ideologies as much as by their personal characteristics - they are 

though different, in the line of rhymeless Romantic verse and of Jean Paul’s 
Streckuerse in Tlegeljahre (see Jakob Minor, Neuhochdeutsche Metrik^ p. 333). 

^ Ferdinand Freiligrath (1810-76) had introduced Whitman in 1868 by an 
essay and translations. ^ Walt Whitman (1904). 
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somewhat droll figures; as such they trod the stage, easily recog^ 
nizable, in Ernst von Wolzogen’s literary comedy 'Lumpengesindel 
(1892). Heinrich, the elder, began as a lyrical poet with Weltpfingsten 
(1872), failed as a dramatist with Sedan (1883), and followed up 
(though he denied it) Victor Hugo’s l^egende des Siecles and the 
'Ndchte des Orients (1874) of Adolf Graf von Schack, the Orientalist 
poet of the Munich school, in his Lied der Menschheit (i888~96), 
in intention a grandiose verse epic. Only three of the twenty-four 
cantos planned were completed: Tul und Nahila (1886), which 
takes some of its tropical colouring from Ernst Haeckel’s Indische 
Keisehriefe (1882), shows the institution of monogamy (i.e. Dar- 
win’s Zuchtwahl) evolving from sexual promiscuousness in pre- 
historic Ceylon, while Nimrod (1888) and Mose (1896) take the 
nomad human race forward to fixed habitation, law, and religion. 
The interest of these fragments is that they are symptomatic: on 
the one hand they mirror the Kulturphilosophie of the Friedrichs- 
hagen naturalistic coterie - the Harts lived at the Berlin suburb 
of Friedrichshagen, and so did Bruno Wille and Bolsche - and on 
the other hand they are in the line of those typically German works 
which go back to Herder’s Ideen ^ur Lhilosophie der Geschichte der 
Menschheit (1784-91). Julius Hart was at his best in the lyric^ ; and 
notably his descriptive poem Auf der Fahrt nach Berlin (1882) ~ it 
reproduces the poet’s impressions on steaming into the railway 
station at Berlin when he first came from his native Miinster - 
keeps its place in the anthologies ; it takes rank as the starting-point 
of the Grossstadtpoesie which was to become so important a genre 
in the days of expressionism.^ His naturalistic play Der Sumpf 

^ His poems were collected in Sansara (1879), Homo sum (1891), Triumph 
desLehens (1899). 

2 The contributors to Moderne Dichtercharaktere claim to have inaugurated 
Grossstadtpoesie with Karl HenckelFs "Berliner Abendbild and Arno Holz’s and 
Oskar Jerschke’s pictures of Berlin and its suburbs. Hermann Bahr, quoting 
Arno Holz’s poem Zum Eingang {Buch der Zeit), says : diesen Versen beginnt 

die Grossstadtlyrikt Each claim is open to question. In English poetry there is 
Alexander Smith’s Glasgow (in City Poems^ 1857) and Ferdinand Freiligrath’s 
anthology of English poetry. Rose, Thistle, and Shamrock (1853), includes 
poems on cities. English influence is likely in Wilhelm Arent’s Aus dem Gross- 
stadthrodem (1891); and John Davidson’s London poems, Henley’s London 
Types and Arthur Symons’s London Nights seem to have left their mark on 
poems in Ludwig Jakobowski’s (1868-1900) Leuchtende Tage. (Jabokowski 
was editor of Die Gesellschaft, and wrote two novels, Werther der Jude, 1892, 
and Loki, 1896, both in defence of Jews.) Academically a distinction may be 
made between the city poems of the naturalists - a continuation of descriptive 
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(1886) is also a picture of Berlin; the theme is much the same in 
outline as that of Sudermann’s Sodoms Bnde. 

Like the Harts, two other popular philosophers of the group 
of naturalists progressed from Marxist materialism to animism: 
BRUNO WILLE (1860-1928) and WILHELM BOLSCHE (1862-I939); 
both derived from the ‘Psjrhophjsik^ of Gustav Theodor Fechner 
(1801-87), the philosoph}’ which teaches that there are reciprocal 
relations between psychic and physical processes.^ Bruno Wille 
was a theologist turned Socialist freethinker ; he kept up his preach- 
ing, though unauthori2ed, to the Tree religious’ community he 
gathered round him. The title of one of his books, Atheistische 
Sittlichkeit is sufficiently informative. His poetry has passed 

into limbo. Wilhelm Bdlsche strove, as a disciple of Zola, to link 
poetry and science: in his Die natumissenschajtUchen Grmdlagen der 
Poesie (i 8 87) he argues that what mythology was for ancient poetry 
the Darwinian theory should be for the literature of today. The 
three volumes of his Das LJehesleben in der Natur (1898, 1900, 1902) 
are still read ; with a kind of animal symbolism he shows that the 
functions of sex in man and animals are identical, and that the 
sexual significance of certain things (e.g. the hair under the arm- 
pits) has been obscured by culture: we must go to the beasts for 
elucidation, which he does. There is symbolism, too, in B 5 lsche’s 
novel Die Mittagsgottin (1891), as indeed there is (on a grandiose 
scale) in Zola’s novels, which Bolsche too pedantically imitates. 

Bolsche, Bruno Wille, the Harts, Holz and Schlaf were members 
of the literary club Durch^ at which the programme of naturalism 
was discussed and defined. It was founded in 1886 by Conrad 
Kiister, a doctor with literary tastes, Eugen Wolff (who coined 
the term die Moderns to distinguish the movement from die Antike')^ 
and Leo Berg (1862-1908), one of the best essayists of the period. 
Adalbert von Hanstein was another member; and Gerhart Haupt- 
mann was to be the most famous. As far as political views go the 

poetry - and those of the impressionists (following Verhaeren’s l^s vilks 
tentaculaires)^ in which the use of symbol does create a new genre. But there 
are affinities of details : cf. for instance Julius Hart’s ^enghrusfge Hauser" with 
Rilke’s neue Hauser^ die mit engen Briisten / sich drangen aus den hangen Bau- 
gerusten". Quite Verhaerenesque is Die Grossstadt bei Nacht, a poem by Max 
Haushofer, who was associated with the Munich School {Gedicbie^ 1864). 

^ Fechner, a laughing satirist {Vergleichende Anaiomie der Engel, 1825), dis- 
cusses the possibility of life after death in Nanna oder das Seelenleben der PJian^en 
(1848), which explains R. M. Meyer’s jesting remark that Bolsche progressed 
from Nana (na, nal) to Nanna. (Baidur’s wife Nanna was goddess of plants.) 
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wildest was a young poet bom at Greenock, john henry mackay 
(1864-1933); in his prose writings and novels (Die Anarchisten^ 

1 89 1 5 is a tale of London agitation) he was to popularize the doc- 
trines of the classical work on anarchism, Max Stirner’s (1806-56) 
Der 'Eim^ge und sein Bigentum (1844); his poetry (Kinder des Hoch- 
lands^ 1885 ; Dichtmgen^ 1886; Arma parata fero^ 1887; Helene^ 1888) 
has the vigour of his Scots blood and the aggressiveness of his 
social creed. 

One can hardly say that peter hille (1854-1904) was an habitue 
of the Friedrichshagen circle. For Peter Hille - ‘emger Waller und 
Wanderer’' - Berlin was a place of passage merely: literally he was 
a tramp who transported his belongings and manuscripts in a sack 
or stuffed into the greasy pockets of his billowing ulster, which 
covered his lack of coat and waistcoat. In London he lodged 'in 
einer der dunklen Hohlen Whitechapels\ with niggers, Chinese, Social- 
ists and Communists, such as are the characters of his novel Die 
So^ialisten (1887); the names of two, Beber and Triebknecht, are 
transparent. From an author who wrote as the spirit prompted, 
in the open air or in the vilest dens, orderly shaping of matter is 
not to be expected; but what we do get in this fragmentist - in 
Die Sov(ialisten as in Hille’s other novel, Die Hassenhurg (1905 ; an 
Ert^iehungsroman of a sort) - is a wealth of aphorisms, such as he 
would jot down on any scrap of paper - ''Papierschnit^el^ Zigarren- 
tiiten^ Briefumschldge' - that the winds of Heaven blew upon him. 
These form the staple of the second volume of his Ausgewdhlte 
Werke^ piously sorted from his sacks and edited by the Harts after 
his death. There is a curious interest too in his tragedy Des Plato- 
ntkers Sohn (1897), which already handles the Father-Son motif 
with the pitiless impiety of the expressionists : Petrarch’s son, a 
natural boy, rebels against the formative efforts of his scholastic 
father; what emerges is Hille’s detestation of school scholarship. 
But the best of Hille is in his lyrics ; here was the new poetry, 
though it was not written to Holz’s recipe. Quaint and sly (like 
the little lilt of the schoolgirls gathering in the courtyard as a 
Schulschlange - that some day will crush the strong backs of men) 
- or verdurous and sonorous, like the roar of the wind in the 
forest, these poems live with the magic of Peter Hille’s strange 
and wayward genius. The legend of Peter Hille - of ^St. Peter’ - 
is to be read in Das Peter Hille-Buch which Else Lasker-Schiiler, 
his great friend, devoted to his memory. 
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Two Berlin naturalists, Conrad Alberti and Karl Bleibtreu, wrote 
fierily for M. G. Conrad’s Die Gesellschaft. What distinguished the 
Munich coterie from that of Berlin was that Conrad as long as he 
lived, and his lieutenants at least to begin with, saw the salvation 
of literature in Zola, while the Harts and later Amo Holz were - 
to quote the article in the second number of Kritische Waffengdnge - 
for and against him. conrad alberti (1862-1918) remains famous 
for one sentence of his in Die Gesellschaft - it serves to illustrate 
the Heldenlosigkeit of the naturalistic drama: ^Der Tod des grossten 
Helden steht hinsichtlich der kiinstlerischen Verwertharkeit auf gleicher 
Stufe mit den Gehurtswehen einer Kuh.' karl bleibtreu (1859-1928) 
forced himself into the polemical foreground with his pamphlet 
'devolution der Diteratur (1886), a joke for historians of literature 
less for its wild judgments than for the outrageous picture on its 
jacket - an inkpot darting flashes of white lightning across a 
blood-red background. The conceited style of this treatise marks 
all Bleibtreu’s critical work. His fiction Kraftkuren (18 84), Schlechte 
Gesellschaft (i 8 8 6 ; a collection of Novellen), and Grossenwahn (1888; 
a ‘pathological novel’) reek with the miasmas of the great cities; 
they expose the relations of artists and poets with prostitutes and 
barmaids. Of his dramas, Schicksal (1888) shows his worship of 
Napoleon; to the hero he fanatically loved and lauded are devoted 
YAsBjron-Stiicke-'LordBjrom let^teDiebe (1881), Seine Tochter(\%%G), 
Bjrons Geheimnis (1900). Seine Tochter is classed as the first Dar- 
winian^ drama: the poet’s daughter, brought up in innocent ignor- 
ance of her father, finds his qualities in herself when she knows, 
and wards off a warning friend with the words : ''Die Vererbung isf 
unwiderstehlich imd muberwindlichS Bleibtreu claimed to have in- 
augurated a new genre, that of the Schlachtennovelle-, his first one. 
Dies irae (1884), puts the tale of Sedan into the mouth of a French 
officer who is present at the battle; it is a curiosity of literature 
that the French translation was taken to be the original and trans- 
lated back into German. Equally readable - and excellent in their 
unfolding of strategy - are Deutsche Waffen in Spanien (1885), 
Friedrich der Grosse bei Collin (1888), Cromwell bei Marston Moor 
(1889). 

* The hero of Grossenwahn, despairing of Europe, retires to his Styrian 
estate to seek the doctrine of salvation in Darwin’s works. 
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Arno Holz was all his life long a fanatical theorist experi- 
yL \ menting out in the cold. The harvest of the new idea was 
X \.reaped by Gerhart hauptmann (1862-1946) and his dis- 
ciples. Gerhart Hauptmann was bom in the Silesian health resort 
of Obersalzbrunn; Ids father was the landlord and owner of the 
hotel Zur Preussischen Krone. Silesian birth and upbringing and the 
events of his youth are of importance in the work of this poet, for 
his use of Silesian dialect belongs to the history of the develop- 
ment of literature, and his adolescence comes into the subject- 
matter of work after work. He was educated at Obersalzbrunn, 
and then at the Ksalschuk of Breslau. He was so negligent or un- 
receptive at his studies that he was sent to his uncle’s farm to 
learn practical farming. But he was too dreamy for this business, 
and was taken back and sent to be trained as a sculptor at the 
Kunstschuh at Breslau, from which he was sent down for insubordin- 
ation. At this period it was feared that he might be consumptive. 
Then he joined his brother Carl, who was studying at the Uni- 
versity of Jena; here he attended lectures by Haeckel. Too restless 
for methodical study, he set out on a sea voyage from Hamburg 
to Spain and Italy; his impressions made up his first book of verse, 
Vrometbidenlos (1885), an imitation of Childe Harold\ noteworthy is 
the marked sympathy in the book with the outcast. On his return, 
Gerhart married a well-to-do woman, whose means enabled him 
to live in Erkner, a Berlin suburb. Before settling down to domes- 
ticated reading he had, however, made a last attempt at being a 
sculptor in Italy. His studies at Erkner were mainly scientific or 
economic; he read Darwin and Marx. His social feeling was in 
the best sense religious: at the base of it was the goodness of his 
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mother, who had been brought up in the Moravian creed. He 
planned an epic on Jesus of Nazareth; it remained an idea, but his 
religious conception (in the main pity for suffering humanity) 
materialized years later in his novel Der Narr in Christo Emanuel 
Quint, In 1887 his short story BahniPdrter Thiel appeared in Die 
Gesellschaft\ a man who tends a railway crossing is incapacitated 
by dependence on his virago of a wife. In these moods of social 
pity the theories of Holz unlocked Hauptmann’s creative power: 
Sekundenstil^ he thought, gave him the means of showing truth by 
depicting humanity in the raw; plan, development, selection, effect 
were not needed; what the artist had to do was to let situation 
follow situation; the situation would be vivid because actual, and 
pregnant with meaning because all life is full of tragic pity. He 
had been present at the historical performance in 1887 of Ibsen’s 
Ghosts in Berlin, and had been deeply moved. He set to work and 
produced Vor Sonnenaufgang (1889). Alfred Loth, a Socialist agi- 
tator, comes to a Silesian mining village to do research in economic 
conditions. He is invited to stay in the home of a farmer enriched 
by the working of mines under his fields. The farmer is a dipso- 
maniac; his wife is unchaste; one of his two daughters, also alco- 
holic, does not appear on the stage, as she is expecting her con- 
finement; the other, Helene, pure in spite of her environment, 
falls in love with Loth, the first clean man she has met. Loth, still 
unaware of the general degeneration of the family, makes a love- 
match with Helene; but when he learns the state of things he 
breaks off the engagement and goes away - for he is a teetotaller 
and believes in heredity, - and Helene kills herself with a hunting- 
knife. 

Vor Sonnenaufgang was produced on the 20th of October, 1889, 
in the Lessing Theatre, under the auspices of the Freie Buhne, It 
was a battle like that of Hernani. The excitement culminated when 
a physician, at the moment when Helene’s sister is near her con- 
finement and there is a call for a midwife, threw a pair of forceps 
on the stage. The play was hissed and acclaimed and discussed 
for weeks after. Naturalism had arrived. The vogue of scientific 
determinism was established; i.e. the conception that the will is 
rendered powerless by heredity and milieu. Moreover, a new dra- 
matic technique opened new vistas. Monologues and asides were 
declared antiquated. Stage directions were like a catalogue. The 
idea that a play should have a ‘hero’ gave way to the conception 
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(Helden/osigkeif) that since the drama portrays men, and since men 
are weaklings, the purpose of the dramatist is not to weigh out 
a calculated sum of 'tragic guilt", but to arouse a tender pity for 
pathetic humanity; life is tragic because it is life, not because it is 
guilty. 

But, since all the processes of art tend to become mechanical, 
the naturalistic drama, from the start, adopts an external machinery 
which makes it as stereotyped as the French classical drama. This 
rigid framework is as gaunt as anywhere in Vor Sonnenaufgang. It is 
an 'analytical drama’ (Drama des reifen Zustandes) : as in Ibsen’s plays 
the characters are fixed (jertige Charaktere), i.e. they are not devel- 
oped by the action of the drama, which is merely the unfolding of 
a catastrophe prepared by the course of events prior to the first 
act. The naturalistic drama is one, not of action, but of situation. 
Scenes or 'processes’ from the lives of human beings are shown, 
not in shapely acts (in some naturalistic plays, e.g. DasFriedensfest^ 
acts are called Vorgdnge)^ but shapelessly fluid and cut off in processu 
by the fall of the curtain. There is neither beginning nor end, but 
just a 'chunk of life’. 

Into the moral decrepitude of the Silesian mining village steps 
a 'saviour from afar’ (der Ketteraus derFerne), another ingredient of 
the naturalistic drama as of Ibsen’s plays. In Hauptmann’s next 
play, DasFriedensfest (1890), a man who is on the verge of nervous 
collapse is to be saved by a healthy woman sweeping in from the 
outer world. A physician has married a woman inferior to him 
in intelligence, and friction ensues; this is a favourite theme of 
Hauptmann’s, who (like Wedekind and Thomas Mann) constantly 
rehandles the same problem. The doctor had abandoned wife and 
children when one of his sons, Wilhelm, had slapped his face. 
Wilhelm is engaged to a healthy girl, but, conscious of his heredi- 
tary handicaps, he hesitates to marry her (as, to quote an instance 
familiar from literary history, Grillparzer for the same reasons had 
hesitated to marry his ewige Braut). However, there is a family 
gathering to celebrate the engagement, and during the rejoicings 
father SchoLz unexpectedly returns. Wilhelm begs his father’s par- 
don for having slapped his face; there is a general reconciliation; 
but the father dies of apoplexy. The final result is left in doubt: 
will Wilhelm marry Ida, and will the hereditary disease yield to 
her care; or is tragedy inevitable? 

The third play, Einsame Menschen (1891), handled the triangular 
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marriage (^he Drift)} Johannes Vockerat is married to a woman 
intellectually beneath him (like the wife in Das Friedensfest); as a 
woman of means, she can give him creature comforts and the 
opportunity of living a student’s life, but not intellectual comrade- 
ship. He is Vhomme ineompris; even his parents do not understand 
him, for they are pious and orthodox, and he is a disciple of 
Darwin and Haeckel. Into his quiet home comes a girl student 
from Zurich {der 'K.etter aus der Feme); she understands Johannes, 
and he falls in love with her; his wife despairs ; Anna has to leave, 
and Johannes drowns himself. The outlines show a similarity with 
Ibsen’s ^osmersholm^ but (though it was a tenet of naturalism that 
personal interest should be eliminated) the inspiration was no 
doubt that which later found symbolic expression in Die versunkene 
Glocke. In any case, Einsame Menschen is a study of neurasthenia, 
just as Das Friedensfest had been a study of heredity and V or S omen- 
aufgang a study of alcoholism. 

With Die Weber (1892) Hauptmann achieved European fame. 
The poverty-stricken condition of the Silesian weavers was at that 
time a topical question, and Hauptmann, himself the grandson of 
a Silesian weaver, studied the situation in his native mountains. 
There had been a revolt of the weavers in 1844^; and this past 

1 This is a prolific motif in German literature. It begins with the medieval 
legend of Graf von Gleichen; this crusader brought home a paynim maid 
who had freed him from captivity, and he is said to have obtained a dispen- 
sation from the Pope to cohabit with her conjointly with his legal wife. The 
legend has been dramatized by Wilhelm Schmidtbonn {Der Graf von Gleichen^ 
1906), Hermann Anders Kruger {Der Graf von Gleichen^ 190^)9 Ernst 
Hardt {Schirin md Gertraude^ 1912, a ^Scher^spieP). In Goethe’s Stella (first 
version) and Maeterlinck’s A.glavaine et Selysette the two women agree to share 
the husband. In fiction Jakob Wassermann’s Das Gdnsemannchen adapts the 
life-story of the poet Burger, who lived connubially with two sisters ; Herbert 
Eulenberg in one of the Novellen of his Casanovas let^es Jibenteuer shows 
Schiller considering the same solution of his problem; Max Kretzer in his 
novel Drei Wether (1886) lets his hero live with a woman, her stepdaughter, 
and their servant; and Gerhart Hauptmann in "Buch der 'Leidenschaft pleads 
passionately for the sweet reasonableness of the marriage to two. Furst Her- 
mann von Puckler-Muskau (1785-1 871) bought an Abyssinian girl and lodged 
her in his castle, to the disgust of his wife. For Otto Erich Hartleben see p. 63. 

2 The sufferings of weavers are the theme of Ernst Willkomm’s (1810-86) 
novels Bisen, Gold und Geist (1843) and Weisse Sklaven (1845 ; the rising of the 
Silesian weavers at Peterswaldau had just taken place and forms the basis of 
this novel). In his novel Maschinen (1895) Konrad Alberti shows the weavers 
attacking machinery, while Ernst Toller bases his play Die MaschinenstUrmer 
(1922) on the rioting of the Nottingham weavers in 1811, and in his prologue 
translates Byron’s maiden speech in the House of Lords in defence of the 
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revolt Hauptmann used to create the social drama of the present. 
There is no ‘construction’ in the accepted sense : the play consists 
of a series of pictures of abject misery. Naturalistic lieldenlosigkeit 
has here an interesting development: there is no individual hero, 
but the weavers collectively are the hero ~ each individually in- 
significant, but as a mass a sweeping force. Die Weber is the first 
play in which ‘mass psychology’ is successfully handled; here the 
mass does indeed express itself as a unity; all the individualities 
coalesce in an entity. How successfully Hauptmann has realized 
the conception can be seen by a comparison with Schiller’s Wilhelm 
Tell : Schiller’s idea was to make the Swiss people the hero of his 
play, but, since the Swiss people are expressed by William Tell 
(in the limelight), William Tell is the hero, not the Swiss people. 
The revolt is crushed; but morally the weavers are victorious. 
Whether Die Weber marks an actual advance in dramatic technique 
is a moot question; the opposite view is that the innovation is in 
the direction of making the drama epic {Episierung des Dramas)^ 
i.e. minute but haphazard and loosely billowing description of 
milieu takes the place of action selected and concentrated by a con- 
trolling mind. 

The enslavement by sexual needs (the Samson motif) sketched 
in the short tale Tahnwdrter Thiel finds deepened expression in 
Tuhrmann Henschel (1898). A Silesian carter has sworn to his dying 
wife that he will never marry their servant Hanne. But he cannot 
live without a wife, and he succumbs to Hanne’s wiles. She is 
untrue to him, and he hangs himself. Tuhrmann Henschel and Eose 
Bernd (1904) are burgerliche Trauerspiele which differ from Haupt- 
mann’s earlier plays in two important respects : the characters are 
developed by suffering, and their fate is not fixed by outside forces 
(heredity and milieu)^ but depends on volition; the characters are 
free to decide what their actions shall be; in other words, they are 
not puppets. Thirdly, there is a clean-cut ending (a catastrophe in 
the old sense) to both plays; we know that the gods have done 
their worst with Henschel and Rose Bernd. In Rose Bernd Haupt- 
mann handles a favourite motif of the Sturm und Drang: Rose is 
the frenzied mother who murders her new-born baby; it is the 
eternal tragedy of woman sexually pursued and helplessly yielding. 

German literature has only half a dozen or so of classical com- 

rioters. The actuality of the theme dates from Heine’s poem Die Weber (in 
Zeitpedichte, iSaah 
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edies; Hauptmann’s Der Biberpel^ (^^93) is one of them. It has a 
certain similarity to Kleist’s Der ^erbrochene Krug: in both comedies 
there is a culprit whose transgressions are investigated in court ; 
but whereas in Der ^erbrochene Krug the culprit is the investigating 
judge himself, whose cross-examination of innocent parties un- 
ravels his own guilt, in Der Biberpel^ the judge is a pompous fool 
who is led by the nose by the culprit, the egregious washerwoman 
Frau Wolifen. This lady, unshakable in her brazen effrontery, gets 
the court bailiff to hold a lantern while she steals wood; to the 
judge she is the pattern of honesty. Der rote Hahn (1901), a sequel 
to Der Biberpel^^ fell flat. College Crampton (1892), a study of alco- 
holism, is a kind of comedy, but the humour touches tragedy. The 
dipsomaniac is this time a professor of painting (obviously Breslau 
is intended) ; the weakness of the play is that whereas we are to 
believe that Crampton is a genius debased by alcohol, we see the 
effects of the alcohol but no evidence of the genius. Crampton has 
given way to drink because his wife did not understand him; he is 
another hom?ne incompris^ like Johannes Vockerat. There is again, 
as in Das Friedensfest^ a contrast with a healthy family, who set the 
old man up in a sort of way in an atelier; there is, however, no 
solution of the problem, but (as in Das Friedensfest) the question 
is left undecided whether kindness and contact with normal beings 
can effect a cure; or, in other words, is disease a fault or is it fate? 
College Crampton is the carefully executed portrait of an artist; 
similar portraits of artists variously tormented and never under- 
stood by their (Strindbergian) wives are Michael Kramer (1900), 
Gabriel Schillings Flucht (1912), with its pictures of sea and dunes 
on Hiddensee, and Feter Brauer (1921). In Michael Kramer (as in 
Das Friedensfest) there is the conflict between son and father so 
dear to the expressionists. 

An event of considerable importance in the history of the Ger- 
man theatre was the appointment in 1 894 of Otto Brahm, one of the 
stalwarts of naturalistic propaganda, as director of the Deutsches 
Theater (later Lessing Theater) in Berlin as successor to Adolf 
L’Arronge; this theatre now became the temple of the Hauptmann 
cult. Here in 1896 Hauptmann’s historical tragedy Florian Gejer 
was produced. It had been planned as a tragedy of the first magni- 
tude: Hauptmann’s intention was to apply the technique of the 
naturalistic drama on a large scale. In other words, it was in 
Sekundenstil, though (ostensibly at least) in the archaic language of 
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the period depicted. It is the tragedy of the Peasants’ Rebellion 
of 1525, unrolled in a series of loosely connected scenes; and the 
peasants as a mass are the hero, though the play takes its name 
from one of their leaders. To Hauptmann’s immense sorrow the 
play was ill received; his grief is symbolically woven into the 
poetry of his next play, Tie Sunken 'Bell - '‘Im Tale klingt sie, in den 
Bergen nichf, the bell of his art rang in the lowlands but not on 
the heights. 

The reason for the immediate failure of F Ionian Gejer lay partly 
in a reaction of taste - neo-romanticism was beginning -, partly in 
the inherent weakness of the naturalistic conception of tragedy: in 
F Ionian Gejer 'wc have a series of dissolving views which do not rivet 
the attention. But Hauptmann had already struck out into new 
paths : in Hanneles Himmelfahrt^ (i 893) he had combined naturalism 
with the time-old Marchendnama^ the three essential ingredients of 
which - dream, allegory, supernatural beings - here harmoniously 
link and fuse. Hannele, the fourteen-year-old daughter of a drunk- 
ard in a Silesian village, runs away from her father’s ill-treatment 
and tries to drown herself, as her mother had done before her, in 
the village pond. She is rescued, and is taken by her teacher to the 
workhouse; in the dreams of her fever, which pass over the stage, 
she sees Bible texts and fairy-tale story reali2ed, with herself as 
the heroine in the magical white light of it. The awakenings of 
puberty lend a chill warmth to her visions: her teacher is the 
Saviour, whom she is to wed. The angel of death stands, black- 
robed and black-winged, in the room, sword in hand ; a hunch- 
backed village tailor comes and robes her in a bridal dress of white 
silk, and puts glass slippers on her feet: the angel lifts his sword 
and vanishes: Hannele is dead. Angels lay her in her coffin; a 
stranger who resembles the village teacher bids her rise : she kneels 
at his feet: he takes all her lowliness from her, and angels take her 
to kingdom come. 

Verse of great beauty had mingled with the naturalistic prose of 
FLannele\ it is by the beauty of its verse that Die versunkene Glocke 
(1896) lives and will live. Only the old witch speaks in (Silesian) 
dialect, and even this is verse. All the naturalistic stock-in-trade 
(except the ethics of the rights of passion) is dropped: there are 
long resonant monologues, the only reality is folded in the spirals 

1 In later editions the title, owing to the indignation of Christians, was 
changed to Hannele. 
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of a defiant symbol, and the inspiration is intense personal ex- 
perience and mental conflict. The heroine Rautendelein (Silesian 
for rotes Annlein) is the first of the red-haired girls who - symbols 
of art, beauty, mystery, the lure of Bohemian genius - bewitch 
the heroes of Hauptmann’s plays; it is well known that the model 
was Hauptmann’s second wife, a gifted violin-player. The lesson 
of the play is that the artist must live in loneliness, out of society, 
but in communion with nature, here symbolized by sprites of 
woodland and water who have the quaintness of Bocklin’s myth- 
ical figures - the 'Nickehnann rising, reeds in hair, from the well 
and snorting like a seal, the Waldschrat^ a horned and goatfoot 
satyr. Heinrich the bellfounder has cast a wonderful bell which 
is to ring glad tidings down to humanity from the church on the 
mountains ; on its way uphill the satyr upsets the cart and it tum- 
bles into the mountain lake (the physical elements of nature - 
'Elementargeister - are hostile to mental striving) ; Heinrich drags 
himself to the witch’s hut, where he is tended by Rautendelein, 
with whom he is happy and inspired; the Philistine forces (parson, 
schoolmaster, barber) fetch him back to the village; but he cannot 
live there, and he finds his way back to the mountains to die on a 
last kiss of Rautendelein, who has joined the old watersprite at the 
bottom of his well (beauty, denied the struggling tormented artist, 
is the prey of primitive brute strength). Beauty at which all hands 
snatch, and which is crushed by the grasp of force, is the symbol, 
too, of the weird play ^nd Pippa tam^t (1906); Pippa (the name 
was taken from Browning) - frail as a Venetian goblet of cut 
glass - is rescued from those who pursue her by a consumptive 
apprentice on his way through the packed ice and snow of the 
Riesengebirge to the fairy world of Venice. She dies; Ivhchel 
(i.e. der deufsche Michel^ the dreamer, the poet) goes blind, but 
he sees Venice, and Pippa dances in his dreams: beauty, which 
shatters in the grasp of force, is only seen and possessed by the 
blind. 

In three plays Hauptmann goes back to the old German period. 
Der arms Heinrich (1902) dramatizes the legend of the knight sick 
with leprosy who is told that only the blood of a maiden can save 
him; the daughter of the farmer at whose house he has found 
refuge offers the sacrifice (the stirrings of puberty move her as 
they did Hannele), but the knight, transformed morally by the 
miracle of love he beholds, stays the surgeon’s knife, is cured by 
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the grace of God, and weds the maid. In Kaiser Karls Geisel (1908) 
there is a contrast of senile eroticism^ (in Charlemagne) with con- 
stitutional nymphomania in a girl of sixteen; the ethic problem is 
(as in HebbeFs Agnes Bernaaer) whether one whose life is claimed 
for the public good has a right to personal indulgence.^ In another 
medieval drama, Griselda (1909), Hauptmann turns the irritating 
old legend of wifely humility into a somewhat brutal study of 
uxoriousness and sadism; that is to say, we have here a husband 
whose pleasure it is to torture the woman he loves. Ulrich is, like 
so many of Hauptmann’s characters, a pathological case; 'ich be- 
greije es nicht^ he says to Griselda, ^ das s ich dich . . . mit aller erdenk- 
lichen Bosheit des Herzens martern mussl Marriage he defines as a 
relationship of hawk and dove, of horse and rider. Since he has 
the cats poisoned that she strokes it is not surprising that, as in 
the medieval legend, he is jealous of his own child and takes it 
away from the mother. Griselda, however, enjoys this cruelty; 
she has that passivity which is interpreted as masochism. It is in 
such medical details as this that Hauptmann adds a new - though 
it may be ‘morbid’ - phase to the dramatic rendering of psycho- 
logy, as well as a new (and possible) reading to the apparent 
strangeness of ancient legends. Dramatically considered, the weak- 
ness of such plays is that they end with a query (as already Das 
Friedensfest had done) ; here Griselda tells her husband that he must 
love her less ; this might indeed cure him, but his nature being 
what it is, will it? 

The plays on legendary subjects (the heroine is usually a half- 
grown girl) have been classed as Balladendramn\ one such play, 
Winterhallade (1917), is actually called a ballad in the title; it is 
the dramatisation of a tale by Selma Lagerlof (as Flga^ 1905, is a 
dramatisation of Grillparser’s tale Das Kloster bei Sendomir) ; three 
weird Scots lairds, commanders of Scots mercenaries in the pay of 
the King of Sweden, murder an old clergyman; one of them. Lord 
Archie, stabs the clergyman’s daughter to death; Elsalil, the foster 
sister of the murdered girl, witnesses the murder, but escapes. 

^ A pre-Freudian sketch to be compared with the cruelly elaborated studies 
of Georg Kaiser; see pp. 39ifF. 

^ That is, it is a Pflichtdrama, The prototype of this peculiarly Prussian 
genre is KleisFs Der Prm^ von Hamburg (1821). Other notable Pflichtdramen 
are Paul Ernst’s Preussengeisf, Fritz von Unruh’s Offi^iere and 'Louis Ferdinand^ 
Prifj^ von Preussen, Hermann Burte^s Kafte and Herzog and Wolfgang 
Goetz’s Der Ministerprasident (1936), 
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She goes mad. She resembles the murdered girl, and Lord Archie 
thinks she is the ghost of the girl he has stabbed : there are ghastly 
love-scenes between the crazy girl and the conscience-stricken 
laird; Elsalil drives her teeth into Lord Archie’s -wrist, and clings 
- it is the bite of a vampire from which he goes mad (occultism 
is in vogue at this period). The clergyman’s son has challenged 
Lord Archie to a duel, but when he sees that the murderer is crazy 
he considers himself avenged by the hand of the Lord. With Der 
weisse Heiland (1920) the scene shifts to Mexico: Montezuma wel- 
comes Cortes as the 'White Saviour’ promised by old legend, but 
he himself is the Saviour, who is tortured and put to death by 
the Spaniards for greed of gold and in the name of religion. The 
undertone is poignant: in the almost sick denunciation of atro- 
cities perpetrated in the name of fanatic patriotism and religion is 
to be heard Hauptmann’s own disgust in the war years. ^ Schluck 
und ]au (1900) had transferred the main idea (life is a dream) of 
Christopher Sly’s lordship to Silesia; Indipohdi (1920) is closely 
modelled on The Tempest-, Prospero, dethroned by his son, has 
been wrecked on a Pacific island, where he is hailed by the Indians 
as the long-promised White Saviour. With him is his daughter 
(red-haired), who has grown up on the island; hunting an eagle 
on the mountains she meets a youth who turns out to be her own 
brother, wrecked in his turn; she falls in love with him, and pro- 
claims her intention of living with him, even when she learns the 
relationship. (Incest^ becomes a favourite theme at this period; 
it occurs, e.g., in Leonhard Frank’s Bruder und Schwester^ Hesse’s 
Demian^ Bierbaum’s Samalio Pardulus^ Thomas Mann’s Wdlsungen- 
hlut^ Herbert Eulenberg’s A.nna Walewska^ Fritz von Unruh’s Ein 
Geschlecht, Max Brod’s l^rd Bjron kommt aus der Mode^ Kasimir 
Edschmid’s Lord Bjron,) The old magician, rather than sanction 
human sacrifices, which he has abolished, ascends a volcano, and 
(like Holderhn’s Empedocles) descends into the crater: his son 
and daughter are to rule united. 

^ The source is more or less Eduard Stucken’s novel Die weissen Goiter 
(pp. 273-4) ; Kotzebue's Die Spanier in Peru (1796 ; adapted by Sheridan as Pit^r 
arro) and Wolfgang Kirchbach’s (1857-1906; one of Conrad’s Munich circle) 
Des Sonnenreiches Dntergang (1891) were also probably read. 

2 The motif had been handled before World War I, but the difference in 
treatment can be seen by comparing (e.g.) Anzengruber’s Schandfleck^ where 
sexual love fades when the relationship is discovered, with the consummation 
justified by the example of Byron. 

B 
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Veland^ (1925). which the legend of Wayland the Smith is 
dramatized, is another study of sadism, and thus to some extent it 
repeats Griselda: here Veland enslaves Bodwild by twisting her 
hair round his fists and raping her, and the measure of her de- 
basement by the (at first) forced exercise of the sex function is that 
of her passion for this man who ‘bends her like a bow’. Veland 
can hardly be given dramatic value unless it is classed as a Marchen- 
drama, but - though Veland is a god and though the finale sym- 
bolizes the self-liberation by rebellion of ail oppressed workers - 
the general spirit is not that of the Marchendrama, nor could it well 
be so as a study of sadism. Veland can work magic, but he can 
only free himself from bondage by constructing wings to fly with. 
Hauptmann has de-humanized an old tale which has its own satis- 
fying symbol of patient human endeavour. Masochism is again 
the theme of Hauptmann’s next play, Dorothea Angermann (1926); 
the heroine is a parson’s daughter who is seduced by a cook; he 
drags her through the mud, but does not destroy her devotion to 
him. The very title oiSpnk (1929) hints at Hauptmann’s progressive 
obsession by demonism; there are two plays in the volume. Die 
schwar^e Maske and Hexenritt-, in the former there is a gigantic 
nigger who blackmails his former mistress, now the wife of a 
burgomaster; the second is a Swedish scene with Satanism and a 
vampire. The title of Vor Sonnenmtergang (1932) seemed to hold 
forth a promise of cessation. It is one more study of senile eroti- 
cism, but this time an old man’s right to the love and possession of 
a girl is defended as perfectly natural. The hero, a septuagenarian 
business -man who has made his pile, infuriates his family by insist- 
ing on marr ying a young Kindergarten teacher, and they attempt 
to foil his plan by suing for the application of legal restraint, which 
in Germany means i mmediate deprivation of rights of administra- 
tion till the case is decided. His son-in-law is appointed curator, 
with tragic effects. That the play was galvanized into life by the 
distinguished actor Werner Krauss does not prove the thesis pro- 
pounded by the drama that neither mind nor sex necessarily decay 
in advanced age. 

It might be charitable not to mention three plays of Hauptmann 

^ Wagner’s unfinished opera Wieland der Schmied was followed by Franz 
Held’s Weland der Schmied, Eberhard Konig’s Wielant der Schmied (1911), and 
Fritz Lienhard’s Wieland der Schmied (1905). Karl Gustav Vollmoller’s Wieland 
(i9ii)isa cynical travesty of the legend : Wieland is a German aviator, whose 
first flight is financed by Lord Northwick, proprietor of the Evening Mail. 
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which have always had a bad press. Die Jtmgfern von Bischojsberg 
(1907) is a comedy in which German humour is at its worst; there 
are four sisters in a household which copies that of the Thiene- 
mann famil y into which Hauptmann married in his green youth, 
and an incredibly credulous ‘Monstrum in Oberlehrergestalf . Die 
Ratten (191 1), defined as a ‘Berliner Tragihomodie\ is said by Haupt- 
mann to be his very first play; the characters represent the scum 
of Berlin - a childless woman gets her brother, a bully, to murder 
the Polish servant from whom she has bought a baby and who 
wants it back. The Festspiel in deutschen Reimen (1913), written to 
command in commemoration of the German War of Liberation, 
was hailed with derision when produced ; Hauptmann was charged 
with glorifying Napoleon, whom he brings on to the stage to- 
gether with the great men of the past - Frederick the Great, Fichte, 
Hegel, Heinrich von Kleist, Jahn - to interpret the German spirit. 
That there was a lukewarm acceptance of this play after 1933 de- 
cides nothing; it is a matter of literary history that it was carried 
by the actor Werner Krauss to Hitler, who accepted it as the Fest- 
spiel of the Third Empire, the justification being that it did in 
vision sweep the glorious future - which events were to prove 
near - when Germany should guide the world to Peace eternal. 
In form, it is an experiment which uses Knittelverse and, though 
intended for production before great audiences, frames the action 
as a Puppenspiel. Definitely anti-Naxi is the one-act play Die Fin- 
sternisse, which was written in 1957 but not published till 1947. 
The first title was Requiem, and it was written to honour a Jewish 
friend, whose family had been forced to bury him clandestinely. 
Though he was treated with suspicion Hauptmann remained in 
Germany, but reprinting of his works was forbidden and some of 
his plays were banned. 

In his ’prentice days Hauptmann had written a short tale: Der 
Apostel (1890), at once a prose poem and a subtle presentment of 
religious mania. The kernel of the story is a dream of the unio 
mystica: the ‘apostle’ dreams that Jesus appears to him, and that 
the apparition cures him of the strange sensations of his brain. 
It is a coming of peace. This dream and the results of it are re- 
peated in Der Narr in Christo Emanuel Quint (1910). In this novel 
Hauptmann has taken up the subject of his early short Storys and, 
repeating some of the details, has worked out a more prosaic ex- 
position of religious mania. Many Messiahs have appeared in the 
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world, and Hauptmann lights up, sympathetically, the genesis and 
growth of their delusions, as well as the effect of their preaching 
on credulous minds. It is perhaps unfortunate that the career of 
his hero is so closely modelled on that of Jesus; for even to free- 
thinkers who take the book as it is meant, as an interpretation of 
the Gospels, the taking over of fact after fact - for instance, the 
hovering doves when Quint is baptized - will seem too obviously 
inartistic ; while to some, of course, the story will be blasphemy. 
Again, the novelist has kept too close to science to keep the 
illusion of art; the events are so scientifically possible that they 
are improbable. The Moravian atmosphere of Silesian mountain 
villages, however, the atmosphere in which Hauptmann grew up, 
is wonderfully well reproduced; we are made to feel that religious 
revivals are just as inevitable among these weavers and tillers of 
the soil as they are in Wales. In Tbe Fool in Christy as in other 
books by Hauptmann, there is a struggle between the spirit and 
the flesh; but Emanuel Quint conquers the flesh by persuading 
himself that he is a spirit. This belief explains his teaching. He 
thinks that the Lord^s Prayer is an address to the Ghost - that is, 
to the God-Spirit in man. It is with the spirit, therefore, that he 
baptizes. But he that is baptized of the spirit is born again of the 
spirit, and is therefore the Son of God. Quint merely wishes to 
save men from their dead selves ~ i.e. their bodies - by making 
them spirits, or God; but his hearers do not follow his admirably 
simple reasoning. To the learned among them it seems labyrinthine 
madness ; to the starving peasants it seems to be the self-glorifica- 
tion of the Messiah, and as such they worship him, forming a 
community which wallows in mad orgies till he forbids them to 
read the Bible, the source of their delusions and selfish hopes. 
Quint is a prophet preaching in the wilderness ; what his disciples 
want is not the kingdom of the spirit but better times. In the end 
he wanders about Germany, knocking at doors and saying he is 
Christ; and he is last seen in the mountains of Switzerland. When 
his corpse is found after the spring thaw there is a sheet of paper 
in his pocket, and on it, still legible, are the words : 'The mystery 
of the kingdom?’ With this query the book ends. 

Apart from the religious and psychopathic problems, there is 
much that is interesting in The Fool in Christ, There is an auto- 
biographical element: Kurt Simon is clearly a picture of Haupt- 
mann as an agricultural student; none the less self-portraiture is 
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Dominik, the Breslau student whose teachers will not allow him to 
come up for his examination ^on the ground of moral delinquency’. 
The period of Quint’s appearance is set about 1890, a time when 
all Germany was in a ferment; and we have transparent portraits 
of celebrities of that time and after, e.g. Peter Hullenkamp is the 
hallucinated poet Peter Hille, the picturesque vagrom man among 
the naturalists. 

There is an autobiographical substratum, too, in Hauptmann’s 
second long novel. In 1884, w^hile studying sculpture in Rome, he 
had been laid up with an attack of typhoid fever, and probably 
his life was saved by his fiancee^ who came from Germany to nurse 
him. Ten years later he visited America. These are the two ex- 
periences w'hich form the groundwork of Atlantis (1912). There 
is much else that is obviously autobiographical; probably the hero 
Friedrich von Kammacher, whose experiments in bacteriology 
have ended in a fiasco, is as much Hauptmann himself as Vockerat 
is in 'Einsame Menschen or Heinrich in Die versunkene Glocke. While 
Friedrich’s scientific reputation was being torn to shreds his wife 
had gone mad; these two threads which the Parcae had woven 
into his life had snapped, but a third thread, his passion for a little 
vampire of a dancing girl, is still whole. He takes a berth on a 
steamer by which she is travelling to New York; and more than 
half of the book is taken up with the life on board the Koland till 
it is rammed by a derelict, with the escape of a boatful of passen- 
gers, including the doctor and his dancing girl, and with their 
rescue by a schooner. Minute as the description is, there is not a 
moment’s languor ; and accounts of actual shipwrecks by survivors 
seem illusory after the unerring balancing of psychological states 
which even Hauptmann could probably not have written if he had 
not been a pupil of Forel.^ Moreover, the events as described are 
strangely prophetic of the disaster to the Titanic^ which occurred 
shortly afterwards. In New York, Friedrich whistles his dancing 
girl down the wind, joins a circle of artists, and takes lessons in 
sculpture, at which he had tried his hands in his youth, from Eva 
Bums. But he cannot free his mind from the experiences of the 
shipwreck, and he would become a maniac if the ^poisons and 
putrid matter’ in his body did not end his consciousness by an 

^ August Foters Die sexuelle Frage (1904), Mantegazza^s Vhysiologie der 
Liebe, and Krafft-Ebing’s Fsychopathia sexm/is had considerable influence on 
this period. 
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attack of typhoid fever. He is nursed back to life by Eva Burns, 
and, his hysterical wife having in the meantime died to mak p way 
for the ‘healthy woman’ of so many of the novels of the period, 
he returns with her to Europe. 

Greek paganism which literally amounts to phallus-worship 
gives a disquieting fascination to the novel Der Ket^er von Soana 
(1918). The hero is an Italian priest in Ticino, who, to unite him- 
self with a beautiful girl, herself the child of incest, forsakes his 
creed and lives as a goatherd. The intention - Eve rules all, and 
there is no help for it - sounds ecstatic or hopeless according to 
attitude from the words in which the narrator, who as he descends 
the mountain meets the woman coming up, describes her: ‘she 
rose up from the depths of the world - and she rises and rises, 
into eternity, as the one into whose merciless hands heaven and 
hell are delivered up.’ That is, a man cannot escape love. That 
woman cannot deny herself to love is demonstrated with sly irony 
in Die Insel dergrossen Mutter (1924). A ship is wrecked on the coast 
of a South Sea island: only the women escape, with one lovely 
boy. The women establish a matriarchy. In due course babies 
arrive: there is an Indian god on the island. The first child is 
looked upon as Messiah. As the boys grow up they are banished 
to Manland, whence in due course they return to conquer their 
willing mothers and sisters. Phantom, Auf^eichnungen eines ehemaligen 
Straflings (1922) describes the inner life and transformation of a 
criminal. The hero of Wanda (1928) is yet another of Hauptmann’s 
alcoholic artists: he pursues a vampire of a girl, who prefers to 
be attached to a circus. 

The seiaure of resistless bodies and souls by eroticism is again 
the theme of Das Buch der Deidenschaft (2 vols., 1929-30), in which 
the autobiographical element (the form is that of a diary) is patent 
— the whole book makes the impression of being a hysterical ex- 
cuse for the neurotic implications of Einsame Menschen and Die 
versunkene Glocke. The mot de Camhronne with which Goebbels in 
1933 hailed the burning by students of literary perversions might 
well have included this Book of Passion, for in set words it defends 
that manage d trois which so many literary discussions (p. 27), as 
well as the tragedy of the poet Burger, have shown to be immoral 
because destructive to at least one of the three. Interesting is the 
hero’s account of the building of his castle in the Riesengebirge; 
here, at Agnetendorf, in 1899 Hauptmann built his own mansion. 
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The vampire in this roman a clefs is a Jewess from Odessa, ^white 
as milk and black as night’ - ^26 Jahre hochstens war diese hlutlos- 
wdchserne Frau^ die ihren Mann verlassen hat I" The hero meets her 
while studying in Rome, where she is the mistress of an artist 
who says she is dead - and quotes Byron’s Bride of Corinth, There 
is autobiographical interest too in the fantasy Die Spit^hacke (1930), 
in which Hauptmann pays a tribute of piety to the old inn he was 
born in, and where, too, the tragedy dramatized in Fuhrrnann Men- 
schel had taken place : he sleeps there before it is pulled down, and 
is visited (in dream) by the heraldic beasts which provide the 
familiar signs of inns. Das Meerwmder (1934) is another fantasy 
with a sailor’s yarn and the South Seas and a mermaid. Das Mdrchen 
(1941), as Hauptmann acknowledges, directly follows the lines of 
Goethe’s symbolic tale of the same title ; how much in these closing 
years of his life the musings of der alte Goethe were in his mind is 
still further proved by his Mignon (1947), which was written in 
1944. This, his last work to be completed (his long novel Der neue 
Chris tophorus, which was to be the final expression of his mysticism, 
remained a fragment), was written in 1944. It is again autobio- 
graphical in the sense that the gist of it is made up of the inner 
longing and the dreams of the writer. He who tells the story has 
fled from the humdrum life of duty to the magic of the Lago 
Maggiore, and here he meets a slip of a girl, a dancer who has 
run away from her father’s itinerant circus and is on the tramp 
from inn to inn with an old beggar. They are Goethe’s Jvlignon 
and Harper come to life again; and Goethe himself is recreated, 
as a kind of yokel. Mignon as a fairy being must fade out of the 
trammels of reality, and as she dies it is borne in on the teller of 
the tale why the incarnation of a poet’s longing incorporates also 
the problem of life: whether what is demonic in our nature should 
prevail over what is factual. 

Two of Hauptmann’s works, the novel Im Wirbel der Berufmg 
(1956) and the play Hamlet in Wittenberg (1935), complement each 
other, and, by making the problem of Hamlet serve as a symbol 
of life, in some sort continue Goethe’s Wilhelm Meister, Im Wirbel 
der Berufung is in substance a re-hash of the old homme incotnpris 
matter - but this time there is a noble princess (of the very duo- 
decimo sort) as well as the inevitable intellectually independent 
little minx (this time not quite red-haired - ^sie hat einen Schvall 
goldbrauner Haare""). Both ladies have the artistic temperament, but 
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the ApoUo-like princess yearns for the world of commoners as 
well; to her, as she inhales her endless chains of cigarettes, com- 
mon clay has a reek which is not so rotten as that of any Court. 
Nevertheless, since the poet-hero takes advantage of an attack of 
haemorrhage (the end of the book finds him dubiously repentant 
at Davos) to avoid abducting her at her own special request, she 
has to put up with an English prince. One comforting feature of 
the book is that the hero gets a good dressing down from the 
doctor who attends his wife; this lady, true to Hauptmann’s dom- 
estic type, is devoted, dull, and depressed by child-bearing. The 
scene of the action is a ‘Residenz’ on the coast of Riigen; since the 
island of Vilm is seen from the town it is obviously Putbus. The 
poet, whose arrival arouses interest even in the Castle, hobnobs 
with a company of ragtag and bobtail actors ; and here comparison 
with Wilhelm Meister, inevitable in this novel, betrays Hauptmann’s 
weakness in the creation of really human and lovable types. The 
strayed poet, Emanuel Gotter, is invited to direct a performance 
of Hamlet to celebrate the Prince’s birthday; and the rehearsals 
provide Hauptmann with an opportunity of gradually unfolding 
his solution of certain problems of the play. The backbone of his 
argument is that Laertes as a rebel is impossible, that his role as 
such is due to an accidental transposition of names in the stage 
manuscript, and that, therefore, the rebel leader is not Laertes, but 
Hamlet. The whole drama may be interpreted as a 'Leichenspiel, 
a genre of drama connected with the cult of dead heroes in post- 
Homeric Greece, and in this light the ghost, for whose pacification 
all the blood is shed, is the most important character as he is the 
prime mover in the play. Hamlet’s garb of black fits in with this 
interpretation, for the animals sacrificed in Heroenkult had to be 
black. The key to the theme both of Hamlet and of this novel is 
the vampire-motif: even the Princess has ‘lips and nose like a bat’; 
and indeed Gotter comes, to realize that as poet he has two series 
of vampires sucking his heart’s blood: his calling (^Berufm^) and 
women. To Hamlet his father’s ghost is a vampire; and since 
Shakespeare is Hamlet and since Gotter (that is, Hauptmarm, or 
the god-poet?) is Hamlet the theme stands clear. In the novel we 
are told that Hamlet - the first modem man, since blood-revenge 
was alien to his nature - would have saved him self if he had 
allowed his mother to persuade him not to return to Wittenberg - 
for heroic ghosts cannot do blood-sucking abroad. In Hamlet in 
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Wittenberg^ however, Hamlet is ethically transformed {gewandeli) 
from a libertine of the Prince Hal sort because his father’s ghost - 
like Undine he rises from a well in the courtyard ~ appears to him 
in a German castle and calls him home to sweep to his revenge. 
One of Karl Gut2kow’s (1811-78) first dramatic attempts was a 
Hamlet in Wittenberg^ but Gutzkow of course could never have con- 
ceived a Hamlet so pathological and nightmare-ridden as Haupt- 
mann’s Trinz Trauermantel’, whose ambition it is to be a "lecturer 
in poetics’ (Lektor fur Poetik). He practises collegium logicum in an 
interview with Magister Jvlelanchthon, whom he assures that he 
is ripe for death; and to Melanchthon’s charge that no puddle is 
too filthy for him to wallow in he replies that all precious things 
come from the muddied earth and that the ecclesiastical gentry, 
if they were consistent, should call the womb of woman filth and 
slime. What Hauptmann is touching here is the problem of royalty, 
or rather of the contact of royalty with commoners (as in the 
Hamlet novel; and Hauptmann’s son married a duodecimo prin- 
cess). Melanchthon drops logic for indignation when Hamlet asks 
him to marry him to the prostitute gipsy with whom he is living - 
to a succubus. Melanchthon protests! In the light of the theories 
exposed in Im Wirbel der Berufung this would seem to indicate the 
main theme of the twin book: Hamlet is the poet blessed by God 
with the power of idealizing dirt and with the double vampire 
sucking the blood of his brain. And so: To be or not to be? K play 
about the Inquisition, Magnus Garbe, though it was not published 
till 1942 (in Das Gesammelte Wer^ was written in 19 14-15 ; it is a 
scathing attack on religious fanaticism; stylistically it must be 
classed as Surrealismus, 

In 1907 Hauptmann visited Greece, and described his experi- 
ences in Griechischer Fruhling (1908). After this a species of Hellen- 
ism crops up in this work and that, but it took some time to ripen, 
and in his case it was not the ultra-refined Hellenism of Winckel- 
mann and Goethe; so far as it was Greek at all it was Dionysian 
and Orphic. But in his first Greek play, Der Bogen des Odysseus 
(1914), it can be seen that the journey had deepened his concep- 
tion of pagan myth and given a new sunniness and plasticity to 
his work. This drama of the return of Ulysses to Ithaca has some- 
thing of the sunny mood of Homer; the action is mythical and 
impossible, but the interest never flags. Typically the opening 
scene is outside a farm with a swineherd rubbing his bow with 
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tallow. These pleasantly contriving gods of Homer yield the stage 
in a tetralogy of Greek plays, written during the Second World 
War, to the chthonic deities of pre-Aeschylean Greece. Haupt- 
mann on his visit to Delphi had come to the conclusion that ‘the 
bloody root of tragedy lies in blood sacrifices’; and his Iphigenia, 
as the priestess of the moon-goddess Hecate, offers human sacri- 
fices as part of the ritual to which she is dedicated. Following up 
the outlines in Goethe’s Italienische Reise of a projected drama with 
the same title, Hauptmann had first written Iphigenie in Delphi 
(1941), which is chronologically the fourth of the tetralogy; he 
had then added Iphigenie in Aulis (1944); then followed the two 
centre pieces, Agamemnons Tod and Elektra^ both in 1947. The 
Atriden-Tetralogie has clearly the psychopathic mood of the war 
years, and what is revealed is that in the cruelty and lust of des- 
truction of our own day we have the survival, masked by illusory 
religions and spurious passions such as false patriotism, of primi- 
tive states of mind; Agamemnon has the brain-storms of a dic- 
tator who for self-aggrandisement sacrifices all that should be 
dear to him. 

In the thirties Hauptmann produced a chain of what may be 
called romantic plays, somewhat light or even flimsy in texture, 
dream-like or fantastic: Die goldene Harfe (1932), Das Hirtenlied 
(1935) are of this type. Medieval legend and folklore provide the 
matter of Die Tochter der Kathedrale (1939) and (Hauptmann’s last 
comedy to be completed) Ulrich von IJchtenstein (1939), in which 
an old Minnesinger roams the land dressed in women’s clothes 
and parading as Frau Venus, as he does in the strange verse epic 
he wrote about himself and his antics. 

As a lyric poet Gerhart Hauptmann hardly counts. As a mem- 
ber of the Friedrichshagen circle and of Durch he wrote lyrics in 
the style of the day; his Nacht^ug^ for instance, is clearly an echo 
of certain poems in Holz’s 'Buch der Zeit, He collected this early 
verse in Das hunte Buch (1888), but printed only a limited edition. 
There is, however, song-like verse in Die versunkene Glocke; but 
even the songs of the elves in this lyric play would lose much of 
their magic if lifted from their organic unity with the dramatic 
atmosphere. With Anna (1921) Hauptmann attempted the rural 
idyll {Dorfidylle); but the hexameters are dreadful, much worse 
than the Spanish trochees of Der weisse Heiland, The poem is auto- 
biographical in its outlines : the hero goes to a farm managed by 
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his unde, to learn the business of agriculture. There is a girl at 
the farm, Anna, with whom he falls in love ; she denies herself to 
him because she is honest, and has already fallen to another uncle, 
a slimy drunkard employed on the farm. She is sacrificed in holy 
wedlock to a very greasy Moravian brother. In hexameters, too, 
is Till Eulenspiegel (1927), the "adventures, tricks, pranks, visions 
and dreams of the great military aviator, tramp, and conjurer’. In 
the misery of the post-War years a famous aviator preaches truth 
in the form of mocking jest, finds allegorical answers to the prob- 
lems of life, and passes from a trickster’s buffoonery to the cosmic 
despair of Faust. His end is that of Emanuel Quint: in Switzerland 
the Saviour appears to him and in trying to find Him again he 
falls down an abyss. The epic poem Der grosse Trau?n was begun 
during the first World War and finished during the second; it was 
published on his eightieth birthday in 1942. It is again autobio- 
graphical and confessional It is modelled on Dante’s Divina Corn- 
media: the poet is led by a spiritual guide - Dante himself for a 
time, but for the greater part of the way by Sataniel, in Gnostic 
concept the elder son of God - through the nether world. It begins 
with an invocation to the poet’s mother, w^ho as the embodiment 
of motherhood sits on the throne of God, and to her he returns 
at the end of his pilgrimage through the City of the Dead. At the 
end the poet ascends from the fiery centre to the peace of an Alpine 
landscape. The epic embodies the mysticism of Hauptmann’s later 
years. Of his later volumes of verse Die Ahrenkse (1959) is fol- 
lowed by Neue Gedichte (1946); the poems of the latter date from 
the 1890’s to the 1940’s, with nature poetry from the Riesen- 
gebirge and verses in the manner of Hafiz. 

The autobiographical elements in the two volumes of Das Bucb 
der 'Leidenschaft have been indicated; in the two volumes of Das 
Abenfeuer meiner Jugend Hauptmann records the first twenty-five 
years of his life. He died, struck down by paralysis, shortly after 
an order of expulsion from his Silesian castle at Agnetendorf had 
reached him from the new Polish government. In the previous 
February he had by an unlucky chance witnessed the destruction 
of Dresden. He was buried at Hiddensee, that island with its long 
thin line of sand dunes that flanks Riigen in the Baltic; here he 
had spent his summers throughout the great part of his life. 

The time is not yet ripe for an assured judgment on Gerhart 
Hauptmann’s place in literature. He has written absolute rubbish; 



44 


MODERN GERMAN LITERATURE 


one need only point to his prose versions of Lohengrin and Parsival^ 
published in 1914 as a volume of the Ullstein-Jugendbucher; here 
there is absolute incomprehension of the beauty and meaning of 
the medieval tales; or there is a cynical distortion of them - 'for 
a handful of silver’. In Hauptmann’s later years there is either 
pandering to the call of the public for sensational or erotic litera- 
ture or there are obsessional themes. In any case his range is 
extremely limited; time and time again he portrays himself and 
makes capital of the same domestic conflict. There can be no 
doubt, however, that in the history of the drama he will always 
have a prominent place; his form of drama may not, according to 
Lessing’s canons, be drama at all, since for 'hero’ it substitutes the 
lurid illumination of a pathological state, but it bears the impress 
of an interesting personality; and his experiments and successes 
mark a new period in the history of the German stage. All his 
good work is on the side of progress and uncompromisingly bold; 
and for this reason he only just managed under the Nazi regime 
to save his face: he was branded as volksfremd because his work 
has no sense unless it defends the right of the individual - even 
to be immoral. 

In every literary movement that pushes forward to extremes 
there is a group of cautious adherents who trail along with them 
something of the paraphernalia of the old school. They are fol- 
lowers, but not pioneers. In the period of naturalism they are 
classed, as far as the theatre is concerned, as Kompromissdramafiker 
(Sudermann, Fulda, Halbe, Otto Ernst), but they feuilletonize the 
novel just as much as they blend old and new in the drama. Both in 
drama and novel the typical pseudo-naturalist is Hermann suder- 
mann (1857-1928). He has related the story of his hard youth in 
Das Bilderbuch meiner Jugend (1922). Born in East Prussia, he mi- 
grated to Berlin, and made a hit in 1887 with his novel Frau Sorge^ 
an East Prussian variation of the Romeo and Juliet theme,^ which 
already shows the salient features of Sudermann’s novels : his char- 
acters are shown in grim contest with conditions imposed upon 

1 After Wagner’s two operas and Wilhelm Hertz’s (1835-1902) fine transla- 
tion of ?ar^ival (1898), the most notable poetic adaptation is that of Albrecht 
Schaeffer (p. 153). VoUmoeller’s Bar^val: Die friihen Garten is a series of 
impressions in Stefan George’s manner. 

2 A favourite motif of Dorfnovelle and Bauerndrama^ e.g. Keller’s Romeo md 
Julie auf dem Dorfe, Auerbach’s Erdmute^ Anzengruber’s Der Meineidbauer and 
Doppelselbstmord, 
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them by the sins of others. Frau Sorge is the story of a poor boy 
with a bad father; the dice of fate ate loaded against him, but he 
works his way to success. It is a Bildungsroman with a restricted 
framework; whereas xhtBildungsromam of the classical and roman- 
tic periods took their hero through phases of mental development 
to a high stage of culture, the idea of Frau Sorge is success by work. 
In this it follows Freytag’s Soil und Hahen and Julian Schmidt’s 
dictum blazoned thereon that the novel must seek the Germans 
where they are at their best, at their vrork. It was to have a long 
series of successful imitations, the best known of which is Gustav 
Frenssen’s ] 6 rn Uhl. Frau Sorge is generally recognized as the pro- 
genitor of Frenssen’s tale, but it does not seem to have been 
noticed that there is a striking similarity between Frau Sorge and 
Marie von Ebner-Eschenbach’s Das Gemeindekind^ which appeared 
in the same year; in both tales the progress of the hero is shown 
from childhood upward; he has to suffer for the sins of his father; 
and in both tales there is symbolic use of a ^Lokomoblle\ How 
loosely attached Sudermann is to consistent naturalism can be seen 
by a comparison of the two novels : whereas Marie von Ebner- 
Eschenbach is consistently scientific in her consideration of the 
effects of heredity (the ending, as cautious as that of Das Frkdens- 
fest^ leaves it questionable whether the boy will overcome his 
hereditary tendencies or not ~ he relinquishes love because he is 
conscious of homicidal passion), Sudermann, after letting his hero 
overcome his adversaries by a show of physical courage (as Ebner- 
Eschenbach does) ends with romantic happiness. The headlong 
rush of action of Sudermann’s narrations is seen at its best in Der 
Kat:(ensteg (1889); the period is that of the Napoleonic wars, but 
the interest is psychological, not to say erotic (the hero loves his 
dead father’s sweetheart). Sudermann had begun with a collection 
of short stories: Im Zwielicht (1886), trivial imitations of Mau- 
passant; the short stories of Geschwister (1888) have that glowing 
depiction of sensuality - hot blood and full flesh - which is the 
note of his later fiction. 

The success of Vor Somenaufgang was disputed; the first over- 
whelming success of the new movement was that of Sudermann’s 
Die Ehre (1889). Looking backward now, one can see that the 
success may have been due not to the identification of the drama 
with the naturalistic movement, but to its skilful combination of 
the old stage technique with the new social feeling. It was a 
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modernized burgerliches Trauerspiel with the traditional contrast of 
classes, conflict between children and parents, augmented by a 
cynical valuation of sexual ‘honour’. The scene is a house in Berlin; 
the front part is inhabited by a rich man, and the rear by the 
family of a man who is employed in the rich man’s factory. The 
situation {Vorderhaus und Hinterham) became famous. There is a 
son and a daughter in each family; in the symmetry of the play 
(a dramatic chiasmus) the daughter of the rich man and the son of 
the poor man have risen above class prejudice, while the son of 
the rich man and the daughter of the poor man are moral degener- 
ates; the good daughter and the good son are lovers; the poor 
man’s daughter has been seduced by the rich man’s son. The 
mouthpiece for the idea of the play (culture’s elastic conception 
of ‘honour’) is Graf Trast, who has had to give up his career as 
an officer because of his inability to pay a gambling debt; he has 
since made a fortune in business. The end is that the naughty girl 
is paid off, while the son from the rear (a good match because he 
is Trast’s heir) marries the girl at the front. As things are, the 
dishonoured girl will have a better chance of making a decent 
marriage (she has a dowry) than if she had been a virgin; Trast, 
who points this out, says that he is as raw as nature and as cmel 
as truth. 

Die Ehre is, after all, constructed on the French model, and is 
in the line of Scribe and Sardou: Graf Trast is the raisonneur who 
voices the idea round which the characters turn. To this careful 
French technique Sudermann owed the success of the majority of 
his plays; when he deserted it, as in his comedy Die Schmetterlings- 
schlacht (1895), to attempt «?///e»-painting, he failed entirely. The 
production of his second play, Sodoms Ende, was at first forbidden 
by the police; when it was produced in 1890 it turned out to be 
a crass picture of just that stratum of Berlin society which bought 
theatre tickets and made or damned plays. Sodom is the B erlin 
society of the day; a young painter is seduced and debased by a 
rich dame; he comes home drunk in the dead of night and violates 
his foster-sister, a mere child; she rushes out and drowns herself, 
and he dies of haemorrhage. The next play, Heimaf (1893), is well 
known in England as Magda : Sarah Bernhardt and Mrs Pat Camp- 
bell played the title-role. The characters are not really new : there 
is an old retired officer Qder poltemde F’h/er’); his daughter, who 
had run away from home and now comes back as a famous singer 
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("the woman with a past’), and the man 'who seduced her when 
she was a girl, now a man of position. The latter is willing to 
marry a prima donna\ and when the father hears the whole story 
he sees no other way out; the lady, however, has developed more 
than her chest; she despises the man who had abandoned her; her 
father levels a pistol at her, but has an apoplectic fit, and falls dead 
before he can pull the trigger. Heimat has again the traditional 
elements of the hurgerliches Trauerspieh conflict between father and 
daughter, between passion and respectability, between social strata 
(here middle-class society and Bohemianism). 

Das Gluck mi Winkel (1896) leaves the Sodomic city for the 
landed estates of the junkers, who by Sudermann’s showing are as 
morally rotten as the Berlin plutocrats. In this play we get Suder- 
mann’s first type of the rural superman, to whom any woman is 
fair game; ^Ich will Weiber . . . he says, ^Ich brauche Weiber , , ,lch 
kann nicht leben ohm Weiber.^ The woman here concerned is a friend 
of his cold-blooded wife; she is poor, but, as von Rocknitz (with 
his experience) can see through her dress, she is full passionate 
woman. This contrast of cold dignified dame and hot lover is the 
theme both of Sudermann and Eduard von Keyserling, and by 
comparing these two writers of East Germany we can see where 
Sudermann fails : Sudermann gives us sheer brutality while Keyser- 
ling very delicately shows the inevitability, given the race and the 
milieu^ of both the chaste lady on the one side and the sensual 
violence of junker and female inferior on the other. The heroine 
of Das Gluck im Winkel^ like Lessing’s Emilia Galotti, fears her 
blood, and to escape the danger she marries the headmaster of a vil- 
lage elementary school, but von Rdcknitz, finding her out, forces 
a confession that she loves him, and she is only saved from suicide 
by the generous intervention of her husband, who is warned by 
his blind daughter (by an earlier marriage). And so the woman’s 
lot will be that happiness in a lost corner which, as the revelation 
of character in the play demonstrates, may be the irony of life. 
A volume of three one-act plays, Morituri (1897), contains what is 
generally agreed to be Sudermann’s masterpiece - if he was capa- 
ble of a masterpiece. This is Yrits^chen, A lieutenant of dragoons, 
Fritzchen, comes home imexpectedly, to the delight of his invalid 
mother, his father (a fiery old officer of his son’s regiment), and 
his cousin, whom in the natural course of things he should marry 
- but his father had told him to sow his wild oats first. He has to 
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tell his father that he has come home because he has been turned 
out of his regiment - another officer had found him with his wife, 
and had horse-whipped him. Fritz to his father’s angry question 
answers that he had been unable to use his sword, - because it 
was not handy. . . . Since he has been thrashed there is even the 
question whether he is entitled to fight a duel (satisfaktionsfdhi^). 
The tension is relieved when news comes that the regimental 
Ehrenrat permit the duel, and the play ends with a poignant fare- 
well. It must be the last, for the injured officer is the crack shot of 
the regiment. Father and cousin bear up, like true Prussians; the 
mother does not know. Of the other two Morituri playlets Teja is 
a somewhat melodramatic but touching depiction of the last phase 
in the history of the East Goths in Italy (Teja, the last King of the 
race, marches out with the remnants of his army to meet a hero’s 
death on the slopes of Vesuvius), while Das Ewi^Mdnnliche - in 
verse which imitates the clever rhyming of Ludwig Fulda’s ver- 
sions of Moliere - cynically shows that men, if real males (but 
there is a costume contrast of the doll-like dandies of Courts), are 
eternally fooled by the cat-like playing of glamorous woman. Teja 
had been a first slight essay in the historical drama; Johannes (1898) 
is a determined effort to capture a place by the side of Hebbel, 
whose dramatic manner is closely followed: the period is at a 
turning of history, and there is religious or social symbol as the 
essential theme of the action. The hero is John the Baptist, and he 
perishes because of the conflict between his fighting fervour and 
the news that reaches him that the Messiah, of whom he is the 
forerunner, is preaching love - which is an utter shock to his 
virility. And so he cannot cast the first stone at Herod and Herod- 
ias and Salome. The play, though its ethic pretension is well posed, 
is no more than a repetition of Sodoms Ende; in both plays the 
appeal to the audience must be in the dazzling picture of the 
rottenness of society. An equally ambitious attempt is Die drei 
Keiherfedern (1899), a verse Mdrchenspiel; Sudermann had a strange 
illusion that it was his best work. With Johannisfeuer (1900) he 
returned to the East Prussian scene and the right of any junker to 
any girl on his estate; the action glaringly but effectively uses 
symbol - leaping through fire in the night of the summer solstice 
(Johannisnacht) - to show how Christian morality is burnt up by 
heathen passion. Eslebe dasLeben (1902) had an international vogue ; 
it provided Eleonora Duse and Mrs Pat Campbell with an effec- 
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tive role. The heroine (much in the way of Pinero’s Second Mrs 
Tanqueray) is the woman with a past; she has been the mistress 
of the best friend of her husband. With its poignant contrast of 
Ellen, the innocent young girl in the house, and the woman in 
whom no sin is suspected, the play is theatrically excellent. Sturm- 
geselle Sokrafes (1903) is another venture in a new field, that of 
political comedy; a company of revolutionaries of the 1848 brand 
are shown up as, in the light of 1870, wildered Don Quixotes. In 
Die Heimat Sudermann had rehabilitated the woman with a past; 
in Stein unfer Steinen (1905) he does for an ex-convict what Victor 
Hugo had done for Jean Valjean. Here again there is Sudermann’s 
typical contrast of girlish innocence - this time the girl is de- 
formed, but longs for children - with experienced brutes. The 
plays which followed hardly seem to be worth mention. 

There will always be the question whether Sudermann is not 
better as a novelist than as a dramatist. lolanthes Hoch^eit (1892) is 
humorous but offensive to good taste. The characteristic novels 
of the later Sudermann are Es war (1894), with its peculiarly vile 
type of the East Prussian junker, and Das hohe Died (1908), which, 
after the preliminary chapters, returns to Berlin. Das hohe hied has 
all Sudermann’s breathless rush and all his heaped sensationalism, 
and its ruthless veracity is relieved by his saturnine humour. Three 
spheres of Berlin life are photographed : the corrupt military cir- 
cles form the background, and the life of plutocrats in the centre 
weaves into that of artists and authors in the foreground, while 
courtesans bind group to group. The heroine is the daughter of a 
musical genius who runs away from the odour of the kitchen and 
leaves behind him the score of an oratorio, ‘The Song of Songs’, 
which symbolizes the art of the future and echoes into the deeps 
of depravity in which it is carried about. In this novel woman is 
again dominated, in the Nietzschean sense, by the ‘blond beast’. 
Lilly does not, like Magda, lead her sisters to battle, but yields 
and clings, only to be broken and cast away. She is initiated into 
degradation by General Baron von Mertzbach. This loathsome 
aristocrat is cunningly drawn. We first see him with the girl’s eyes, 
when he comes like a glittering god to the musty circulating library 
^;;^^'re she dreams of love. Then, chapter by chapter, we hear of 
ms dewlap, his rheumatism, his bow legs, his perversity, and of 
the hair in his ears, which Lilly first notices at a concert where 
she has dragged him to hear the Fifth Symphony. From the officers 
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proper she passes to an officer of the reserves, and while his mis- 
tress she sees her fill of painters and poets. Secessionists and Sym- 
bolists. This is the outstanding part of the book. Sudermann does 
not paint the aesthetes as decadent j he is hostile, but he gives 
their brilliance, their vitality, their rebellious courage. And the 
moral is that which - illusorily may be - gives its raison d'etre to 
Sudermann’s best work from ¥rau Sorge onwards : that there must 
be corruption where there is idleness, and that only in work is 
salvation - steady, even unremunerative work such as that of the 
historian of the Emotions, who is the only respectable character 
in the book. It was this more or less flaunted gospel of labour set 
in relief against decay which has in later years given Sudermann 
a kind of renascence in the German film. In the short tales of Die 
indische Dilie (1911) the thrills are again of the physical sort; there 
is once more the diapason of Sudermannian adjectives: wonnig, 
schauemd, ^uckend, reifgekusst. In hitauische Geschichten (1917), how- 
ever, Sudermann weaves the intimity of his native district - the 
Memelland - into a series of tales which have the genuine human- 
ity of Frau Sorge. 

LUDWIG FULDA (1862-1939) has that mastery of form which goes 
to the making of a first-class translator; and possibly his transla- 
tions of Molifere and Rostand will live longer than his own plays, 
though Der Talisman (1895) and Der Sohn des Kalifen (1896) have 
importance in the revival of the verse Marchendrama. Fulda, though 
there was nothing in his composition (rather that of the cloistered 
scholar) of social pity, attempted a naturalistic drama in Das ver- 
lorene Paradies (1890), in which workmen strike and get what they 
want because their spokesman wins over the employer’s daughter. 
MAX HALBE (1865-1944) brought the landscapes and the mentality 
of Eastern Germany, with contrasts of German and Polish char- 
acter, into the naturalistic play. His DerEisgang (1892) symbolizes 
in the breaking of the ice on the Vistula the loosed flood-tide of 
Socialism sweeping away all rotten barriers. Halbe’s Jugend (1893) 
was one of the great successes of the period. The scene is in Poland, 
in the home of an old Catholic priest; with him lives his niece, a 
girl of eighteen, the child of an unmarried mother. A cousin, who 
is just about to go to the university, comes on a visit. The two 
yoimg people are left too much alone, and the girl goes the same 
way as her mother had done; her half-brother, a species of idiot, 
aims a bullet at the student; it misses him, but kills the girl. What 
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was new in the play was the psychology of adolescence: these 
young people awakening to the facts of life expressed their feelings 
in language not unnatural but charged with poetry; and there was 
an air of reality and inevitability in the events, which in the girl’s 
case might be explained by the laws of heredity. Other plays which 
reproduce the atmosphere of Polish West Prussia - Haibe’s home- 
land ~ are Mutter Erde (1897), Haus Kosenhagen (1901), and Der 
Strom (1903), In Der Strom the climax is once again the breaking 
of the Vistula ice, this time as the symbol of a family catastrophe. 
Haibe’s other plays have little significance, though his literary 
comedy Die Insel der Seligen (1908) has satirical portraits of Peter 
Hille and Wedekind. His Jahrhundertwende: Geschichte meines Eehens 
18^^-1914 (193 5) is important for the inner history of naturalism. 

To Hauptmann’s school belong the plays of his brother, carl 
HAUPTMANN (1858-1921); he was prone to mould the matter and 
form of his plays (as indeed his brother was, but as he evolved) 
to the dramatic moods of the moment; thus he progresses from 
raw naturalism {Marianne^ 1894; Die Waldhute^ 1895; Ephraims 
Breite^^ 1898 - in Silesian dialect) to neo-Romanticism {Die Berg- 
schmiede^ 1902, a symbolist Mdrchendrama\ Des Konigs Harfe, 1903). 
In his trilogy Die goldenen Strassen (1916-18) he even moves close 
to Wedekind, while in stark contrast his Der ahtrunnige Zar (1920) 
is a EegendenspieL His novel Mathilde (1902), the heroine of which, 
a factory lass, arrives at a broad contentment in the humdrum 
existence of her class, is naturalistic; Einhart der Ldchler (1907) 
follows the type of the Bildungsroman^ but continues the develop- 
ment to the death of the hero, with details which fit in with the 
biography of Gerhart Hauptmann. Wolfram von Eschenbach’s 
Par^val (often called the first of the Bildungsromane) has been des- 
cribed (adequately to friend or foe) as the story of a perfect fool; 
and the idea of a simple soul winding his devious and dubious 
way through the labyrinths of a mysterious world to the clear 
heights of contentment is the kernel of Einhart der Edchler^ who 
never loses the smile of his simple nature. Einhart’s father had 
married the adopted daughter of a rich middle-class family - really 
the daughter of a gipsy; and the boy feels an urge to follow the 
gipsies’ caravans, but controls his impulses and by the pursuit of 
art becomes ‘Einhart der Meister’ and at last ‘Einhart der Weise’. 
The Darwinian doctrine ,too, goes to the making of another of 
^ = Brigitte. This Bauernstuck is in the manner of Anzengruber. 
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Carl Hauptmann’s novels: Ismael Friedmann (1912). Ismael Fried- 
mann is the son of a Jew and the blond daughter of a clergyman; 
and this racial mixture is responsible for his physical inhibitions, 
which drive him to suicide. The discussion of the race question 
gave this novel prominence, in spite of the fact that the racial 
blend gives the hero an exceptional mind as well as a ^gespaltenes 
Wesen\ 

Two dramatists, Georg Hirschfeld and Max Dreyer, scored 
notable successes as disciples (to begin with at least) of Gerhart 
Hauptmann, georg hirschfeld (1873-1943) at the age of twenty- 
three made a hit with Die Mutter (1896); his later work (Agnes 
Jordan^ 1898) did not fulfil the promise of his elegant youth. His 
note is a delicate pencilling of character and wistful mood-painting, 
MAX DREYER (1862-1946), a productive but glaringly imitative dra- 
matist with a keen eye on the demands of the moment, began with 
uncompromising naturalism; his Drei (1892) rehandles Ibsen’s 
problem of The DolTs House (a Nora-like wife leaves her Tesman- 
like husband because he suspects the Hausfreund of being, like 
Ibsen’s Dr Rank, a cock in clover); the heroine of Winterschlaf 
(1895) loves a Socialist, is deflowered by her fiance^ whom she does 
not love, and strangles herself with her pigtails. The success of 
his following plays Dreyer owed to manipulation of intrigue of 
the compromise variety. Academically his interest today lies in his 
symptomatic handling of motifs: thus Der Trobekandidat (1900) is 
the most definitely Darwinian play of the period, and another fore- 
runner of the ^Lehrer- und Schulerstucke\ The hero is on trial at a 
Gymnasium as a teacher of biology, and lectures to the sixth form 
on Darwinian lines. The headmaster and the ecclesiastical authori- 
ties are furious, and the iconoclast is forced, under threat of dis- 
missal (which will mean losing the girl he is engaged to, the 
daughter of one of the governors of the school), to lecture to his 
class in the presence of his colleagues and of these authorities. 
Instead of recanting, however, he sticks to his guns. There is 
biographical interest in the play: Dreyer had himself been a theo- 
logical student; and in this Tenden^drama he has the merit of 
claiming for the schoolmaster what Anzengruber in Der Pfarrer 
von Kirchfeld had claimed for the clergyman - the liberation of the 
individual from the shackles of oiSficialdom. In another school-play 
of Dreyer’s, Die PBifeprufung (1932), a schoolboy and a teacher 
love the same girl. Des Pfarrers Tochter von Streladorf (1909) varies 
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HUMORISTS, SATIRISTS, 
SATANISTS AND VISIONARIES 

F rank wedekind (1864-1918) disputed the tight of thenatur- 
alists to portray their acquaintances in their plays, as, he 
thought, Hauptmann had done with him in DasFriedensfesi; 
he brings this into his farce Die jmge Welt (1898), in which he 
satirizes the mania for documentation : one of the characters, a poet, 
transfers to his note-book every quiver of his wife’s soul. Wede- 
kind cannot be called a naturalist because: {a) he has no pity; 
{b) the characters and action of his plays are not observed, but 
invented, i.e. they are caricatures of reality or quite fantastic; 
(f) the form of his plays is not analytic, but synthetic, a film-like 
sequence of scenes or pictures, as in the old Sturm und Drang, with 
an illusory division into acts. His characters have a habit of speak- 
ing as if they were alone on the stage, and what the next speaker 
says is not necessarily connected with this self-communing; this 
^ Aneinandervorbeireden’ is typical of Wedekind. The dialogue gener- 
ally is jerky, as though marionettes were speaking; and Wedekind 
and his wife acted in his own plays with the stiff movements of 
wooden dolls. Wedekind is the creator of a new genre, the gro- 
tesque drama of manners, and in this respect, as in his rejection of 
the accepted canons of decency, he is the acknowledged prophet 
and forerunner of expressionism. To some extent his characters 
are, as in expressionist drama, types rather than individualized 
characters. The butt of his vitriolic attack is conventional moral- 
ity, but he himself, in repeated self-interpretation through the 
mouth of his characters, claims to be a moralist, and, incredible 
as it seems to us, the claim has been upheld by the most serious 
academic critics of Germany. The explanation no doubt is that he 
came in on a flood-tide of popularity after his death as a critic of 
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pre-War society; but one asks whether the circus-proprietor who 
offered Karl Hetman, the hero of Hidal/a, obviously intended by 
Wedekind as a portrait of himself, a post as clown, was radically 
wrong in his estimation; the only objection is that his clowning is 
too vile for laughter. His influence on literature, however, both 
as regards form and substance, cannot be minimized. With Strind- 
berg he provided a new eroticism; but whereas Strindberg repre- 
sents woman as subjugating man by the patient exercise of low 
cunning, to Wedekind she is a scintillating snake who fascinates 
and poisons but can be tamed by brutality, which is the best thing 
for her (in the famous prologue to Erdgeist man is the tamer with 
the whip). To Wedekind as to Strindberg woman, ^dasschone, wilde 
Tier\ is the source of all suffering, but while Strindberg hates her, 
Wedekind sadistically adores her and paints her as irresistible, 
even when she is (literally) smeared with the blood of her victims. 
She is the ‘earth-spirit’ who draws down the mind of man to the 
dust; but in the dust man is happy, for ‘this bliss of the senses is 
the beam of light that pierces the night of our existence’. It is the 
cosmic urge, and it is holy, for it serves ‘the morality of beauty’; 
regeneration of the race should come from this love - resistless 
and therefore mystical - of the beautiful body of soulless woman. 
Even a prostitute is divine, for she is flesh; copulation in a brothel 
is, in the sulphurous light of Wedekind’s hallucinations, a unto 
mystic a. 

With this apostolic preaching of sex goes a corrosive criticism 
of institutions and cherished ideals. Fruhlings Erwachen (1891) ini- 
tiates a long series of works by other writers in which parents and 
teachers are accused of keeping children at the critical stage in 
ignorance of the facts of life. During a storm a schoolgirl of four- 
teen takes refuge with a schoolboy in a barn; she is to have a baby 
- to her great surprise -, but dies of means used to procure abor- 
tion - of anaemia according to her decent gravestone. It is the 
fantastic atmosphere of the play which counts in literary history : 
a schoolboy who fails in his examination commits suicide and, 
with his head under his arm, meets, in the churchyard, the boy 
who is responsible for the baby; the latter, instead of following 
him into the grave, follows a vermummter Herr ( = Wedekind), who 
comes along to explain the idiocy of existence. Erdgeist (1895) is 
the very shrine of Wedekind’s eroticism; round the heroine Lulu, 
a symbol of soulless woman, a mixture of vampire and vegetable. 
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dance lovers like moths round a flame. In the sequel. Die Biichse 
der 'Pandora (1904), long condemned by the censor, Lulu has de- 
generated into an object bought and sold; in the gruesome scene 
- very fine as Grand Guignol - at the end she is slit open in a 
London attic by Jack the Ripper. She shares this thrilling death 
with a countess who has clung to her with the devotion of a dog 
and the torments of unsatisfied Lesbian love. But to whatever 
depths of degradation she sinks she is, in Wedekind’s intention, 
guiltless: within her is an elemental force which drives her, an 
unconscious victim, to destruction. Hidalla (1904) records the 
squabblings of a sect - ‘The International Union for the Breeding 
of Beautiful Thoroughbreds’ - who swear to give themselves in 
love at first asking to any fellow-member: a deed of public service 
in the interests of the race, since all are eugenically certified. Only 
the secretary, Karl Hetman, is deformed^ and queer; since, how- 
ever, he has an intellectual fascination the full-blooded females in 
sheer illogical perversity gravitate to him. 

Whether Wedekind’s presentation of reality by distortion merely 
reflects his serio-comic impression that life is a Hell of a joke (ein 
hdllischer Spass) - with the joke delightful because it is Hell -, or 
whether, if one penetrates the surface, a more poignant solution is 
to be found in his personal tragedy of frustration, is problematic. 
Certainly the unmistakable self-portraiture cuts deeper in Der Mar- 
quis von Keith (1901) and So ist das Deben (1902). In any case, sheer 
nausea may turn serious students of drama away from experiments 
in drama that are at least as academically interesting as the equally 
lurid milestones in literature which we group as Sturm und Drang. 
The Marquis von Keith - title and name are stock-in-trade - is a 
scoundrel and impostor, but by calculation as well as by the urge 
of his blood; hereditarily stated, he is the bastard of a mathema- 
tician and a gipsy, or, as self-stated, a cross between a philosopher 
and a horse-thief. One cardinal point of his ethical and commercial 
creed is : ^Sunde ist eine mjthologische Be^eichnungfur schlechte Geschafte " ; 
but the course of the action and the victory of society as consti- 
tuted, backed up as it is by massed idiocy, forces him to confess 
that ^das glan^endsfe Geschdjt in dieser Welt ist die Moral\ He trains 
the woman he cohabits with to be such a Debenskmstler as he is 
himself; but as events prove she too is commercialized; for when 

^ Wedekind had a lame foot. The attraction of contraries explains his 
admiration of strong men, particularly of the circus variety. 
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the crash comes and he is cornered she accepts the monetarily 
higher bidder who takes his place as the directing spirit of the 
gorgeous Palace of Pleasure (Feenpalast) which, by an ingenious 
flotation, he had planned to gild the life of the masses. That the 
horrible masses should be horrified by the discovery that their 
benefactor is a scamp is part of life’s joke; but that the woman he 
loves should be as much a scamp as he is is tragically comic - 
^hachen Sie doch, meine Herren^ he says in another play ~ and the 
injunction is revealing - ^dies ist ja alles sehr tragisch\ He lifts his 
revolver to shoot himself, but lays it down with the remark that 
life is a slide (^Das lueben ist eine RMfschbahn r)\ high and low, up 
and down, a scamp has always the chance of realizing his dreams 
and ideals. 

The self-portraiture has less appeal in Zensur (1908); in Oaha 
(1908) it is repulsive - the titular hero is a formless monstrosity 
who is wheeled into the editorial rooms of the Munich comic 
journal Simplicissimus^ which had printed much of Wedekind’s 
work; the creature is deaf and dumb and the only sound he can 
make is Oaha! but, such as he is, his wit has made the reputation 
of the journal. That women flit round any notoriety as moths flit 
round a flame (^Wir Kunstler sind ein 'Luxusartikel der Bourgeoisie^) is 
the theme of DerKammersdnger (1897), a short sharp scene showing 
a tenor beset by mmiphomaniac admirers ; as he has to catch a train 
he dismisses the last comer somewhat rudely and comes across 
her dead body as he leaves the room. Mit alien Hunden gehet^t^ the 
middle one-act play of Schloss Wetterstein (1910), would shock any 
psychiatrist by its refinement of the psychology of the lust murder : 
a man threatens a woman that he will give information about a 
crime committed by her husband unless she gives herself to him; 
she detects his diseased state of mind, and so tortures him by the 
way she offers him her naked body that he shoots himself. Bran^ska 
(1911) is Wedekind’s version of the Faust theme: the heroine 
makes a pact with a theatrical agent that she will drain the cup of 
joy to the dregs, which she does, with the inclusion of a Lesbian 
marriage: nevertheless, like Shaw’s Mrs Warren, she ends as a 
decent woman. 

Wedekind’s pathetic adoration of the female form gives some 
justification (if obsessional mania is allowed for - and those feel- 
ings which have always gone to the making of poetry) for his 
short story Mine-Haha oder uber die kbrperliche 'Er^ehungjunger Mad- 
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chen (1903). Typically, for the name of his Institution Wedekind 
takes a familiar name from Longfellow and turns the solemn senti- 
ment it suggests into a screech. The thesis is that woman is born 
for the functions of sex. This being granted, girls should be 
taught to worship their own delightful bodies; they should, for 
instance, walk on their hands with bare legs poised rapturously 
aloft. This is true Wedekindian doctrine and the paganism of 
Greek statues as well: the rhythm in the movements of a woman 
depends on the structure of her limbs; and for this rhythm, as for 
dancing, and female pose, and fine ankles Wedekind throughout 
his work finds expression which goes somewhat to redeem his 
foulness. [Peter Hille has the same worship of woman’s gait in 
two lines {Nur ein Weib yvandelt Es ist^ md Schonheit weilt von dannen) 
of his poem Schonheit: Sappho an Chloe.] The Novellen collected in 
Wedekind’s Feuerwerk (1905) have their quality in the audacity of 
their obscenity. The wickedness of such a tale as Die Schut^impfung 
is incredible : a husband calls on a friend with whom his own wife 
is in bed; the friend has covered her up with the bedclothes - to 
take attention off the stockings, which might betray his guest - 
but rolls the sheets back to her neck - and the husband does not 
recognize his own wedded wife, but compliments his friend on 
his good taste. If there is philosophy in this it can only be that 
husbands, too, should go to school at Mine-Haha; what society 
needs is not decency but appreciation. The title Feuerwerk sym- 
bolizes the fire of sex that lights up the bunch of stories, in the 
first of which, Der Fraud von Eg/iswj/, a farmer’s boy who has been 
the village bull falls in love with a cold sort of girl, pines for her, 
and when at last he climbs through her window in the recognized 
South German fashion he is chilled to impotence by the very cold 
night and her cold response, but sets fire to the village to prove 
to her that he can burn. Being the sort she is she says he has hidden 
himself in her room, and he goes to jail. As a lyric poet (Die vier 
Jahreszeiten, 1905^) Wedekind only counts historically. The most 
typical of his poems were hits in the t)berbrettl theatres ; as, for 
instance, Der Tantenmorder: 

Ich haV meine Tanfe geschlachtet^ 

Meine Tante war alt und schwach; 

Ich hatte bei ihr ubemacbtet 

Und grub in den Kisten-Kasten nach, 

1 Reprinted with additions from Du Furstin Russalka (i 897). 
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Da fand ich goldens Haufen, 

Fund auch an Papieren gar viel 
Und horte die alts Tante schnaufen 
Ohn^ Mitleid und Zartgefuhl. 

Was nut^ es^ dass sie sich noch hdrme - 
Nacht war es rings um mich her - 
Ich stiess ihr den Dolch in die Darme, 

Die Tante schnaufte nicht mehr. 

Das Geld war schwer tragen^ 

Viel schwerer die Tante noch, 

Ich fasste sie bebend am Kragen 
Und stiess sie ins tiefe Kellerloch, 

Ich haV meine Tante geschlachtet^ 

Meine Tante war alt und schwach; 

Ihr aber^ ihr TJchter^ ihr trachtet 
Meiner bluhenden Jugend-Jugend nach, 

‘Kisten-Kasten^ and ^Jugend- Jugend^ are just in the tone of the t)ber- 
brettl minstrelsy, which - ejaculatory and slyly or boisterously 
allusive - made a direct appeal to the risibility of an audience 
possibly for the most part soaked. The idea of the Uberbrettl is 
set forth by that cracked genius Stilpe, the hero of Otto Julius 
Bierbaum’s novel; actually it was nothing more than what Paris 
had long known as the literary cafe (Le Chat Noir, etc.) ; but in 
Germany the plan fastened on to the declamation by poets in the 
flesh of their own verse on a miniature stage. When Ernst von 
Wolzogen took up the idea practically in 1900 and founded Das 
bunte Theater in Berlin, while Otto Julius Bierbaum made an at- 
tempt to direct the Trianon Theatre, the movement fell through 
because of the inadaptability of poets; in Munich, however, a 
group of poets of whom Wedekind was one kept Die elf Scharf- 
richter going for a time by the mere attraction of their Bohemian 
intimity. Dehmel, on the other hand, protested against the degra- 
dation of his poems - some of which are among the most popular 
hits of the time - by minstrel recitation in what was after all a 
Philistine atmosphere. But, though the dream of physically linking 
music-hall and lyric poetry fresh from creation failed to materialize, 
the collection of verse selected as suitable for such recitation, or 
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written specially for it, had huge sales - Deutsche Chansons (1900), 
with a persuasive preface by Bierbaum. 

ERNST FREIHERR VON WOLZOGEN (l8 5 5-I934) - he WaS of that 
family which plays a part in the story of Schiller’s life - had ample 
versatility but no depth. His humour or satire is that of bold 
strokes with no nuances ; it is rather as a literary record that his 
comedy Das Dumpengesindel (1892), with its picture of the Harts 
and their friends, keeps its place on the critic’s shelf, while his 
novel Der Kraft-Majr (1897) is read for its portraiture of Liszt 
and Wagner and its recreation of old Weimar (without the family 
affection for the place of Helene Bohlau’s ^tsmadelgeschichfen), 
Dte Kinder der Excel/enq^y a social satire, was popular both as a novel 
(1888) and a comedy, while his novel Das dritte Geschlecht (1899) 
continues that persiflage of the ^new woman’ which we find already 
in Paul Heyse’s poem Fraueneman^pation (1865).^ 

If popularity and sales were a safe criterion, otto julius bier- 
baum (1865-1910) would rank as one of the first writers of the 
period. He is the type of the gifted University scholar - in Berlin 
he studied even Chinese - who takes to journalism or light litera- 
ture much as a prostitute takes to her trade; and if there is poig- 
nancy in his work it is because through his extravagant mockery 
of his heroes there runs - as in the case of Wedekind - a conscious- 
ness of frustration (in Bierbaum’s case, by too easy success, or by 
the low instincts of his reading public). His lyric verse^ -■ that 
which he wrote from 1 8 8 5 to 1 900 is collected in Irrgarten der Liebe 
(1901) - is often delightfiil. It is palpably imitative; but the imi- 
tation brings out the charm of the model; as, for instance, in his 
collection Nemt^ Frouwe^ disen Krant^ (1894), in which he recaptures 
the light lilt and the over-sweet sentiment of the Minnesingers : 

Es ist ein 'Keihen geschlungen, 

Ein Keihen auf dem grmen P/an^ 

Und ist ein Lied gesungen. 

Das heht mit Sehnen an^ 

Mit Sehnen^ also susse^ 

Dass Weinen sich mit Lachen paart: 

Hebt, hebt im Tanf^ die Fusse^ 

Auf len^eliche Art. 

Paul Heyse continues the theme in his short story A.benteuer eines B/au- 
strumpfchens (1896). 2 Erkbte Gedichte (1892) was his first volume. 
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His songs of loose student life {Gigerktte^ Jeanette^ Josephine^ etc.) 
are unforgettable; the immorality may be regrettable, but the in- 
souciance is disarming. The very idiocy of his refrains has a charm; 
as in his song of the young witch, who rides out into the night 
air (Racjk, schack, schacke mein VJerdchen) and all the while hears her 
baby^s laughter (Kling, ling^ klingalaki). His song Der lustige Ebe- 
mann was so popxilar that it more or less discredited the Oberbrettl 
movement: 

'Kingelringelrosenkran^^ 

Ich tan^ mit meiner Frau^ 

Wir tam^en um den Kosenbusch^ 
Klingklanggloribusch^ 

Ich dreh mich wie ein Ffau, 

The first of his satirical novels was Die Freiersfahrten md Freiers- 
meinmgen des weiberfeindlichen Fankra^ius Gram^er (1895), in which 
he tilts particularly at the foibles of art circles and parodies the 
Darwinian theory of natural selection. His great success was the 
long novel Stilpe: 'Koman aus derFroschperspektive (i 897). The model 
is ostensibly Murge'r’s Sches de la vie de Boheme, but Bierbaum 
needed no prompting for his presentation of the student’s and 
journalist’s life he knew so well. The picture is sufficiently dis- 
gusting. Stilpe (like Bierbaum) is a verhummeltes Genie^ who man- 
ages to make a splash in journalism and lays about him as a Berlin 
critic. The characters of this Berlin Boheme are portraits : derBaren- 
fuhrer is Paul Scheerbart, der Feripatetiker is Peter Hille, Casimir 
is Pr^ybyszewski, and der Zmgenschnak(er is Julius Meier-Grafe. 
There is internal evidence that the far-flung fame of Oscar Wilde 
~ who at the time the novel was written had just been released 
from prison - shaped the characterization of Stilpe: the chosen 
colour of both is yellow. The influence of Wilde is patent in the 
novel Pmfj; Kuckuck^ Leben^ Tafen^ Meinmgen md Hdllenfahrt eines 
Wollmtlings (j^oj- 8 ). The model of the hero is said to have been 
Alfred Walter Heymel, one of the Oberbrettl poets; his name in 
the novel is Henry Felix Hauart, and he is called Prinz Kuckuck 
because he does not know who his father was and has always 
nested with other people. His mother is a Jewess, who sees him 
as rarely as the mother of Wilde’s Star Child saw her son; and like 
the Star Child he denies his mother ~ for he is an anti-Semite. Like 
Carl Hauptmann’s Ismael Friedmann he - 'eine Praise z^eierRassen^ 
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~ is cast out by the gentiles; when he sides with the Habsburg 
party he is hailed with the Shakespearean cry: 'Bravo Jud! Gut 
gehriillt^ SarasohnT His cousin Berta has an incestuous love for her 
own brother, but marries Prinz Kuckuck for his money, only to 
sap his life-force, until he runs his car into the Arch of Triumph 
and so dies. The fascination of Oscar Wilde comes out in the 
orgies in which Karl and his cousin indulge, and Felix is offered 
a boy with the recommendation: 'A.lle Englander hesuchen ihn.^ In 
England the couple (like Dorian Gray) dive into haunts of vice in 
Whitechapel; the 'Klub der Griinen Nelke’ is mentioned, which 
suggests Robert Hichens’s parody on Wilde, The Green Carnation, 
The influence of Huysmans is as patent as that of Wilde, as for 
instance in Felix’s wavering between Catholic sensuality and the 
delights of the brothel, still more in incidents of the Black Mass. 
In Samalio Pardulus^ the first Novelle of Sonderhare Geschichten (1908), 
this fin de siecle obsession for sexual perversity is heightened by the 
Renaissance atmosphere and by the doubling of the motif of in- 
cest: an old Italian count goes, dagger in hand, to slay his son and 
daughter whose sin he knows by the secret of his own blood; he 
finds them dead, the daughter naked, and in presence of her love- 
liness he stoically calls to mind what he himself has not dared to 
do. He has kept the law and lived; they have died young, for 
beauty’s sake. The short stories of Studentenheichten (1892 and 1897) 
and Die Schlangendame (1896) are vignettes of student life; those 
of Kaktus (1898) are mere fooling. The matter of his Stilpe was 
dramatized in Stilpenkomddien\ an attempt at serious drama with 
historical colouring is Stella und Antonie (1902) ; the scene is Silesia, 
the time the beginning of the eighteenth century, and the action 
suggests the erotic illusions and instability of the poet Johann 
Christian Gunther. One of Bierbaum’s best titles to remembrance 
is that he, together with the art critic Julius Meier-Grafe, founded 
the art journal Pan (1894-1900) and, in 1900, with Alfred Walter 
Heymel and Rudolf Alexander Schroder, the literary journal Die 
Insel (1899-1902), which published much of the best work of the 
succeeding years ; at first the publishers were Schuster und LofHer 
in Berlin but in time these poets created their own publishing 
firm, the famous Insel-Verlag of Leipzig. 

OTTO ERICH HARTLEBEN (1864-1905) comes near to Bierbaum as 
a verhummeltes Genie and as one who debased his great gifts. His 
humour is genuine and infectious, but it is Bierhumor; and, for all 
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the delicacy of feeling that weaves a wistful music through the 
best of his elegiac verse {Meine Verse^ 1895), with its flawless form 
(especially in rhymeless metres)^ he never did more than write for 
the moods of the moment, his own and the public’s. In his life he 
lived defiantly through the scandal of the man with two wives; 
and in his case there was the unedifying spectacle after his death 
of the two women fighting, by the publication of his letters to 
them, for his body. His fun is delightfully naughty in his short 
stories Die Geschichte vom ahgerusenen Knopf (1893), Vom gastjreien 
Kastor (1895), Der romsche Maler (1898), and Kiebe kleine Mama 
(1904). He is fond of placing the scenes of his fiction in his native 
^strict, the Harz Mountains. In his comedies he tilts at the absur- 
dities of decent society (from which, an utter Bohemian, he ex- 
cluded himself) and at morality, which, in common with many of 
the exponents of Consistent Naturalism, he regarded as unnatural. 
In Angele (1890) this contempt of morality bears the impress of 
Nietzsche; in Hanna fagert (1893) the characters progress from 
Socialism to Nietzschean autocracy; in DieEr^iehungv(urEhe (1893) 
and Die sittliche Forderung (1897; the theme parodies Sudermann’s 
Heimat) the cult of immorality is yet more flagrant. He shared the 
admiration of his fellow poets for Ibsen, but parodied the master’s 
later symbolist manner in Der Frosch (1891). His one-act play 
Ahschied vom Kegiment^^ like Sudermann’s Frit^chen and Schnitzler’s 
Eeutnant Gustf plays with the time-honoured conception of mili- 
tary honour, while his very successful but theatrical Kosenmontag 
(1900) was one of those few plays of the pre-War period - Franz 
Adam Beyerlein’s (1871-1949) Zapfenstreich (1903) was another - 
which attacked (and got away with it) the arrogance and profligacy 
of the Prussian military caste; the play has at least the merit - 
which it shares with certain of the Sturm und Drang dramas - of 
putting the superiority of caste feeling to the question. 

Of the three Ottos who were the accredited humorists of natur- 
alism OTTO ERNST (i 862-1926) was the only one with any of the 
milk of human kindness. Neither Bierbaum nor Hartleben could 
have written, as Otto Ernst did (e.g. Appelschnut\ delightful books 
for children. As a native of Hamburg (he was born in Ottensen) 
he has that rough Low German dialect colouring which - par- 
ticularly by contrast with the cynical Munich wit of Simplicissimus 
- seems so boisterously healthy. Himself an elementary school- 
^ In Die Befreiten. Ein Einakter-Zjk/us (1899). 



64 MODKHX GERMAN LITERATURE 

master before he became an authc^r, he satirized educational pedan- 
tries in his comedy Vlacbsmann als Hf^ieher (1902), in Jugendvon 
heute (1900) the megalomania of would-be Nietzschean supermen 
in the literal*}' world, and in Gerechtigkeit (1902) blustering jour- 
nalists. As a dramatist he fails because he cannot get beyond the 
rough outlines of conventional types ; thus his schoolmasters in 
riachsmann als Er^ieher have their qualities of lustful and tyrannical 
(the awful headmaster!), sporting, jocular, or born teacher (the 
awful hero!) stressed almost in the manner of pantomime, Otto 
Ernst gave an impetus to the revival of the Bildungsroman with his 
to a great extent autobiographical Asmus Sempers Jugendland (1905), 
Semper der Jdngling (1908), and Semper der Mann (1916), the hero of 
which rises from the working-classes to be an elementary teacher 
- a rank which in Germany (since Jean Paul wove the village 
schoolmaster’s life into cloud-rapt idylls) has been associated with 
culture, influence, and (to quote Sudermann) Gluck im WinkeL 
Satire of the drastic and juicily outspoken Bavarian brand gives 
its tang to the comedies of josef ruederer (1861-1915) anduuD- 
wiG THOMA (1867-1921). Ruederer’s Die Fahnenmibe (1894) was 
one of the most successful plays of the period ; he was a bom 
dramatist, with a sharply defined sense both of shapely construc- 
tion and of vivid characterization with hard, cruel lines. Fahnen- 
mibe is a pitiless satire of village life; and it has the mark of 
Ruederer’s work generally - the delineation of the Catholic priests 
as self-serving rogues, and of their parishioners as keen on what- 
ever profit they can get from their subjection to the priests ; priest 
and scamps get off with everything, and decency is so dangerous 
that only an utter fool will risk it. Ruederer’s satire is less bitter 
in his next comedy. Die Morgenrote (1904), which dramatizes the 
expulsion from Munich in 1848 of Lola Montez, the mistress of 
Ludwig I. Wolkenkuckucksbeim (1908), an adaptation of the Birds 
of Aristophanes, was a failure, and Ruederer proved with Der 
Sebmied von Kochel (1911) that historical drama was beyond his 
reach. His novel Ein Verruckter (1894) shows what happens to 
honest men: an assistant teacher actually dares to vote liberal and 
to say what he thinks ; the result is that he is hounded to death by 
the village priest and the governors of his school. His short stories 
(Tragikomodieny 1896; Wallfahrer-^Makr-undMordergeschichten^ 1 ^ 99 ) 
show Ruederer as a master of the grotesque as well as of the 
ridiculous. Ludwig Thoma, one of the mainstays of StmpUcisstmus 
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(a journal which by the way owes its inception, in 1896, and 
growth to M. G. Conrad^s Munich circle), is best known for his 
comedy Moral (1908), in some sort a rehandling with a crass 
Bavarian colouring of the Tartuffe theme. Thoma’s Lottchens Ge- 
hurtstag (1911) follows up the theme, tongue in cheek, of Wede- 
kind’s Fruhlings Erwachen: a solemn professor insists that children 
should be taught the facts of life; and when Lottchen, the daughter 
of a colleague, has her twentieth birthday and is on the point of 
getting engaged he gets her father, by the exercise of moral pres- 
sure, to enlighten the couple. The father finds that the young man, 
being a zoologist by profession, is already informed of the process 
in question; while the sly minx of a daughter has actually, unbe- 
known to all, gone through a course in midwifery. Of Thoma’s 
short stories Laushubengeschichten (1905-7) belong to the most enter- 
taining renderings of Bavarian life and habits; Altaich (1918) and 
Tante Frieda (1906) are in the same vein, while Andreas Vost (1906) 
and Tier Wittiher (1911) are realistic peasant novels. 

Just as we expect British humorists to be on the staff of Fmch^ 
so German humour has been nourished by the Witv^bldttery and 
for that reason hails mostly from Munich. This holds good too of 
WILHELM BUSCH (1832-1908), the humorist par excellence of the 
previous generation but facile princeps - at least so far as pure 
humour is concerned - to the end of his life. It was while con- 
tributing as an artist to Fliegende Flatter at Munich that he began to 
write his humorous verse ; this has a double base - Schopenhauer’s 
pessimism and a reaction, natural in Munich, to what must have 
seemed the pretty-pretty polish of Paul Heyse and the Munich 
School. The humour depends quite as much on Busch’s quamt 
illustrations - a few black Unes bring out the comicality of his 
figures - as on the drollery of the rhymes, and his caricature fastens 
on fixed types : the poet (pichterFdhlamm^ 1883), the painter (Maler 
Klecksel, 1884), the hypocritical wench (Die from me Helene y 1871). 
In Die fromme Helene as in Der heilige Antonius (1870) and Fater 
Filucius (1873) his antipathy to religion gives his satire a certain 
nastiness. 

Parody such as Renaissance wits loved is the Horatius fravestitus^ 
(1897) of CHRISTIAN MORGENSTERN (1871-1914), another Munich 
man (his father was a painter there). Morgenstern’s humour owes 
nothing whatever to tradition or schools of any sort; it is sui 
generisy if ever anything was. His first book of humorous verse. 
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In Phantas Schloss (1895), shows the influence of Nietzsche, from 
whom he derived his questioning of the essentiality of words. 
The quaint and whimsical verse of Galgenlieder (1905), Palmstrdm 
(1910), Palma Kunkel (1916) and Der Ginggan^ (1919) “ collected 
as Alle Galgenlieder y ^93 3 - to be labelled with a new term: 
Sprachhumor^ a humour which flies like sparks from verbal quibbles. 

It is metaphysical humour: Gingganz, for instance, is Morgen- 
stern’s term for an ideologist. But Morgenstern was no ingenious 
punster: his wit is austerely intellectual, a diversion so to speak 
from his philosophical speculation on the relation of nomen and 
res^ or das Wort and das Ding an sich. To flippant laymen das Ding 
an sich has always seemed mirthful; and Morgenstern, though 
strictly philosophical, strikes a mirthful philosophy from the very 
impossibility of name and thing being identical. In other words, 
while the thing is of the eternal essence the name for it is illusory, 
as the hopeless disagreement of thinkers on the nature of things 
shows. One has only to think of all the systems of scholasticism - 
each thought out and nailed down idea by idea with the incontro- 
vertible logic of the best minds of the Middle Ages : Nominalismus, 
Universalismus, Kon^epfualismus^ Terminismus^ and so forth - to ap- 
preciate what may have been Morgenstern’s point of view that 
metaphysically it cannot be proved to the satisfaction of everybody 
that the idea (or name - logos, Wort) is the thing, or that the thing 
is the idea. His wit, therefore, plays - and with how clear a flame! 

- round the idiocy of our faith in words - which possibly convey 
no ideas at all, or, if they do, problematic ideas. And therefore he 
aims at an ^Umwortmg aller Worte\ Morality, the naturalists had 
proclaimed, is relative; Morgenstern, though less dogmatically, 
proclaims the relativity of knowledge. And miraculously into this 
spider’s web of speculation the magic of poetry is caught: the 
mystical life that the Volkslied gives to birds and beasts and fishes, 
surprises of rhythm and diction, and sometimes in the very things 
that the poet questions he finds those tears that moved the soul of 
Virgil. He conveys mystery by the suggestion of double meanings : 
Der Zmlf-'Elf heht die linke Hand: / Da schldgt die Mitternacht ins 
Land. Interstices are removed from the laths of a fence (for if 
‘interstice’ is a name for a thing what it represents is a thing; and 
a thing must be tangible; if not to the hands then to the mind 
that can work magic with it). A knee goes wandering round the 
world; the man it belonged to was shot away in the war, ‘round 
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and tound’ (a thing is part of a whole, but here is the question 
whether conceptually it is necessarily so). iVnd sea-gulls all look as 
if their name was Emma: what do we mean if we say 'Emma’? 
What immemorial jesting, of poets and wits and tortured pupils, 
has gathered round the term 'gerund-grinder’ or Schulmeisterlein, 
or Padagog; and how pathetic and w'himsical this is goes into Der 
Wermlf: 

Em Werwolf eines Nachfs enfwich 
von Weib und Kind und sich begab 
an eines Dorfschullehrers Grab 
mid bat ihn: Biffe^ beuge mich ! 

Der Dorfschulmeister stieg hinauf 
auf seines Blechschilds MessinghtauJ 
md sprach \um Wolf der seine Pfoten 
geduldig kreu^te vor dem To fen: 

^Der Werwolp - sprach der gute Mann^ 

'des Weswclfs^ Genitiv sodann, 
dem Wemwolf Dafip, wie man^s nennfy 
den Wenwolf - damit hafs ein End/ 

Dem W ^rwolf schmeichelten die Edlle^ 
er rollte seine A.ugenhdlle, 

Indessen^ bat er^fuge doch 

^ur Ein^ahl auch die Mehr^ahl noch ! 

Der Dorfschulmeister aher musste 
gestehn, dass er von ihr nichts wusste, 

Zwar Wolfe gaFs in grosser Schar^ 
doch ^WeF gaFs nur im Singular. 

Der Wolf erhoh sich trdnenblind - 
er hatte ja doch Weib und Kind! ! 

Doch da er kein Gelehrfer eben^ 
so schied er dankend und ergeben. 

It is a commonplace that the merriest jesters are sad men: how 
melancholy Christian Morgenstem can be is to be read in his non- 
humorous verse; the difference between the matter-of-factness of 
Wilhelm Busch and the cosmic vision of Morgenstem may be 
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sensed, for instance, from Vog/ein Schwermut (in 'Em Sommer^ 1 899) : 

Ein schwar^es 'Voglein fliegt iiber die 'Welt^ 
das singt so todestraurig . . . 

Wer es hort^ der hort nichts anderes mehr^ 
wer es hort^ der tut sich ein Leides an^ 
der mag keine Sonne mehr schauen, 

Allmitternacht^ Allmitternacht 
ruht es sich aus auf dem Finger des Tods. 

Der streichelfs leis und spricht ihm ^u: 

^Flieg^ mein Vdgelein! Fliegt mein VogeleinT 
Und wieder fliegfs flotend uber die Welt. 

How skilfully Morgenstern weaves mood into rhythm is suffi- 
ciently clear from this little lyric alone: he produces an impression 
of deep night by slow pace and heavy vowels at the sentence end, 
with the dull flitting of the bird suggested by longer lines with 
lighter vowels and three cunningly allocated dactyls ; and there is 
an impression of listless despair in the absence of rhyme. Morgen- 
stern died of consumption, as his mother had done, at the age of 
forty-three. In his last years he had turned mystic and immersed 
himself in Rudolf Steiner’s anthroposophism,- which teaches that 
transcendental, spiritual vision reveals the indestructible kernel of 
our being. His nominological scepticism culminates in the pan- 
theism of his later volumes {Einkehr^ 1910; Ich und Du, 1911 ; Wir 
fanden einen Pfad^ 1914) * ‘Weder ^'ich” bin noch jener ‘‘Baum” ist, 
sondern ein Drittes, nur unsere Vermahlung ist.’ Break up 
things, and the rest is silence - which is God. The world is the 
marriage in God of ‘I’ and ‘thou’. His ripest wisdom is gathered 
into the aphorisms and notes of his posthmnous Stufen (1918) and 
Epigramme und Spruche (1920), while Mensch Wanderer gathers 
his serious poems from 1887 to 1914. There is a final gleaning of 
his grotesques in Die Schallmuhle (1928) - the title was changed to 
Bohmischer Jahrmarkt in 1 9 5 8 and to Egon und Emilie in 1 9 5 o - with 
parodies of Whitman, d’Annunzio and others. 

PAUL SCHEERBART (1863-1915) is classed as a 'PhantasT; that is, 
more or less an apocalyptic visionary, but of the scientific variety. 
We might call him a cosmic humorist, for his novels - half scien- 
tific, half mystical - play about grotesquely with the cosmos : like 
Shelley (to quote Francis Thompson) he runs wild over the fields 
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of ether and chases the rolling world. He is distinguished from his 
immediate circle of Berlin friends - Dehmel and Przvbyszewski 
in particular - by his elimination of eroticism {Antierofi^^ which 
comes into his ’prentice novel only: Tarub, Bagdads heriihmte Kochin 
(1897). In Brost! (1898) he flies in an octagonal bottle into 
space. In Die mlde Jagd (1901) and Komienfan^ (1903) the planets 
dance, while Perpetmm mobile (1910) discusses what the title indi- 
cates. And yet these tales bear no relation to those of Jules Verne^ : 
Scheerbart’s purpose is not primarily to foresee the advance of 
science, but to caricature the tendencies of his time: 'Atis Wut bin 
ich sogar Humorist geworden^ he says, ^nicht aus Diebenswurdigkeiti* 
He breaks ground for the cosmic impressionists because to the 
individualism of Nietzsche (‘the God of journalists’, he calls him) 
he opposes that cosmic feeling which foresees the future: 'Der 
Weltseele wollen wir ndher sein^ he says. 

From the memoirs and diaries of the nineties we know of Scheer- 
bart, Przybyszewski and Dehmel as three jolly boys in Berlin; 
entertaining Strindberg, for instance, in a night-club; and this 
companionship influenced literature profoundly in ideas of sex 
and Satanism which came from the strange brain of Stanislaus 
PRZYBYSZEWSKI (1868-1927), who in these Berlin days of his wrote 
German but after his return to Poland was a leader of the Polish 
Moderne. Though his novels are now read by scholars only they 
have to be taken into account as the sources, partial at least, of 
the decadent Satanism of the period. Thus the wife of Bierbaum’s 
Prinz Kuckuck deceives her husband with a Satanist whose creed 
is clear in the light of Przybyszewski’s teaching; and, though the 
question of origins is complicated by the popularity of Barbey 
d’Aurevilly {Hes Diaboliques^ 1B74; Histoire sans noms^ 1882), Bau- 
delaire, Huysmans, and Oscar Wilde, wherever there is decadent 
adoration of evil we are likely to have the influence, possibly in- 
direct, of the demonic Pole. That Satanism as a theme should 
appeal to the naturalists is natural enough; for they describe life 
as it is, and life as they see it is diabolically wicked. If Satanism is 
taken to mean the negation of Christian principles - literally or 

^ The prototype of the scientific novel in Jules Verne's sense is AuJ 
'Planeten (1897) by Kurd Lasswitz (1848-1910): a war between Mars and the 
earth is decided by the use of aeroplanes and submarines. Bernhard Keller- 
mann's Der Ttmml (1913), the most popular novel of this sort, ranks rather 
with the anti-machinery literature: the hero just fails to construct a tunnel 
under the Atlantic, and the enterprise swallows up human lives like Moloch. 
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metaphorically the worship of evil instead of good ~ then it is as 
a matter of fact nothing new in German literature : it is defiantly 
expressed in the old ballad of Tannhauser and in the Tannhauser 
legend familiar to all from Wagner’s opera; and even such a dog- 
gedly moral poet as Schiller wrote, in his effervescent youth, a 
Satanist poem (Der Venuswagen). Here already the devil and Venus 
are one. Satanism is in any case, as the reverse of the accepted 
standard of moral conduct, a modern version of medieval dualism. 
But the medieval parallel is illusory. What this modern Satanism 
springs from can be stated at least approximately: its literary ori- 
gins are, firstly, Baudelaire’s poetry; secondly, the anti-Christian 
individualism of Nietzsche; thirdly, that cult of refined physical 
sensations of which the gospel is Huysmans’ A rehours \ and 
fourthly, the sensation of Oscar Wilde’s trial and the morbid thrill 
of his Salome^ which, in Max Reinhardt’s setting, was one of the 
most frequently produced plays of the period. So far as sexual 
cruelty is a part of Satanism (e.g. as handled by Gerhart Haupt- 
mann, or by Eduard Stucken in D/V iveissen Goiter^ or in the numer- 
ous studies of incest) it derives from the earlier and crude pathology 
of the Marquis de Sade (1740-1814) and the Austrian novelist 
LEOPOLD VON SACHER-MASOCH^ (i 83 5-94). There is a ritual as well 
as a gospel of Satanism, and the culmination of this ritual is the 
Black Mass,2 which for Huysmans’ hero des Esseintes precedes 
his surrender to the (to him) sensual fascination of Catholicism. In 
German literature it occurs notably in Bierbaum’s 'Prim{^ KuckMck, 
Kurt Martens’ Roman aus der Decadence, and (in barbaric splendour) 
in Eduard Stucken’s Dk weissen Goffer \ but primarily and as an 
inherent part of his sexual mysticism in the tales of Przybyszewski, 
^der deufsche Safaniker\ Przybyszewski’s hero is always himself in 
his speculative capacity. Tofenmesse (1893) shows this personal 
hero tortured by sexual atrophy due to cerebral hypertrophy 
(which we are to understand is the curse and abnormality of 
civilization) ; and he tries to lash this shrunk feeling into primitive 
plenitude by plunging into wild orgies. In vain, however; for such 
excitation of the senses cannot be more than the spurt of a dying 
flame. Physical deviation from the norm might be unobjectionable 

^ Sacher-Masoch’s heroes show their love by using the riding-whip, often 
in a lurid Slav mi/ieu (he was a native of Lemberg in Galicia). Typical novels 
of his are Das Vermdchtnis Kains, Venus im Pel^^, Die Seeknjdngerin, Masochism 
is derived from his name (pp. 32, 34). 

2 There is a detailed description of a Black Mass in Huysmans’ Ld-Bas (i 890) , 
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if the brain could by its own vitality exert dominion and shape 
life to perfection; but the vital force of the brain cannot be sun- 
dered from that sexual vigour which makes full man: either there 
is vigour of sex or decay of the organism as a whole. The hero of 
Totenmesse is Przybyszewski as scientific thinker: the second tale, 
Vigtlien (1894), presents him as the artist with sense and soul 
yearning for woman - as a "balance’ of his beiag, not, however 
to provide the contrary half to his masculinity, but to serve this 
forceful masculinity as a stimulus to artistic creation or as a nar- 
cotic. In the trilogy Homo Sapiens (1895-6) there is an examination 
of sex in all its possible manifestations and a more particular 
synthesis of the physical thrills of Catholic ritualism and Satanism 
(such as we get in Huysmans) ; and in this novel as in Satans Kinder 
(1897) Przybyszewski attempts, but in vain, to individualize his 
characters. Przybyszewski’s importance in literary history lies in his 
preaching of sex as the ineluctable purpose of life and as the creat- 
ive organ of art and literature. "Art’, he says, "is nothing but a 
game that sex plays with brain.’^ And, since life is made up of pain 
and disgust (Schopenhauer’s doctrine), what life springs from- that 
is, sex - must be the same. It would be easy to show how Przybys- 
zewski’s doctrine is worked out by later writers : Madenseligkeit^ for 
instance, by Thomas Mann (in Der Zauberberg particularly), and 
the vampire clutch of woman in Gerhart Hauptmann’s work 
(particularly in Im Wirhel der Berufun^, And, thus reasoning, 
Przybyszewski brands woman as 'dulce malum et vitiosa propago\ as 
the bait of Satan and temptation in the flesh. In this demonization 
of woman he agrees with the three Frauenhasser Schopenhauer, 
Nietzsche, and Strindberg; but Dehmel, while accepting sex as a 
demonic force, proclaims the power of the individual to transform 
this summum malum into the summum bonum by transfusing body 
with spirit. 

Satanism in the stories of hanns heinz ewers (i 871-1943) takes 
on the form of Prussian SchreckJicbkeit^ although he comes from 
the jolly Rhineland (he was bom at Dusseldorf). The sub-title of his 
volume of short stories Das Grauen (1907) is ^Selfsame Geschichteti , 
and the strangeness of them is in direct line of descent from 
E. T. A. Hoffmann and Edgar Allen Poe (on whom he wrote an 

1 Wilhelm Bolsche in his Die natumissenscbajtlichen Grundlagen der Poesie 
(1887) puts the same view more scientifically. Remy de Gourmont put the 
view more succinctly: ‘Poetry is produced by the gemtals." 
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essay) : his own characteristic addition is orgiastic blood-lust, as 
in Hahnenkampfy the story of a cock-fight in Die Besessenen (1908), 
his most typical volume: the fighting cocks are stripped Spaniards 
with daggers in the gaunt mountains of Andalusia. Orgies of sex 
and blood fill the culminating scene, to which he leads up horror 
by horror, of his picture of hoodoo ceremonial in Haiti. In the 
cock-fight the obsession of blood is a matter of race and heroic 
milieu; in the hoodoo tale it is that frenzy of sex in the heat of 
tropical forests and sun-baked bodies which accounts for much 
of primitive religion. 

This metaphysical fundament of Ewers serves him to probe a 
visionary truth behind the illusion of reality. As it happens, how- 
ever, his own mind is of that variety which would look to real 
profit even in the exposition of irreality (he made his first repu- 
tation as a reciter for the Uberbrettl, the history of which he wrote 
in Das Cabaret ^ 1905)* What he gives us, therefore, is not so much 
metaphysical tales as sensational best-sellers. However, he forms 
the link between Poe’s mathematical lucubration of mystery and 
the Romantic uncanniness of E. T. A. Hoffmann before him and 
a group of Prague Jews who do capture the mystic illusion of a 
supersensory reality, apparently because they have ethical concep- 
tions for the suggestion of which they bring in the mystifications 
of the Jewish cabbala. Of these Prague Jews Gustav Meyrink and 
the painter Alfred Kubin (1877-) do not disdain sensationalism; 
in Franz Kafka, who combines the ethics of the expressionists 
with the raw realism of the naturalists, we have a pure mystic. 

GUSTAV meyrink’s (1868-1952) novel Der Golem (1916) is by 
reason of its allusive handling of the robot-theme one of the most 
readable tales of the period. The Golem is an artificial man made 
according to a lost specification of the cabbala by a rabbi of Prague 
in the seventeenth century, to help him ring the bells of the syna- 
gogue. The creature lives only with a "half-conscious vegetable 
life’ by the virtue of a magic card {Zettel) inserted behind his teeth; 
this draws down the sidereal powers (the symbol is apparently 
that of the automatism of modern society; Heaven still moves us, 
though in our limp life of routine we are unconscious of it). 
When, one evening, the rabbi forgets to remove this card from 
the creature’s mouth he runs amok through the streets, smashing 
whatever comes in his way, until the rabbi captures him and re- 
moves the card (symbolically: reduces the robot to brute matter - 
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there is not much difference; and also - if we lose priestly direction 
we are raging brutes). When the card is removed the Golem falls 
all of a heap, and nothing remains of him but the figure of a clay 
dwarf which is still shown in the Altneusynagoge at Prague. But 
the people in the ghetto of Prague believe the Golem still appears 
in the streets at intervals - ^ein vollkommen fremder Mensch, bartlos, 
von gelber Gesrchtsfarbe und mongoUschem Tjpus - in altmodische^ ver- 
schossene Kleider gehullt ~ mit schiejgestellten A.ugen und gespaltener 
Uppe\ One person who has seen the Golem maintains that it can 
only have been her own soul which had stepped out of her body 
to face her; this, of course, is E. T. A. Hoffmann’s Doppelgdnger- 
Motiv^ of which there is much in the book. A curiosity of Meyrink’s 
tale Das griine Gesicht (1916) is that the post-War topsyturviness is 
foreseen. In all his other tales (prchideen, 1904; Das Wachsfiguren- 
kahinett^ 1907; Walpurgisnacht^ ^917? Der weisse Dominikaner^ 1917) 
there is the same sensation-mongering in the guise of occultism 
or spiritism. 

To English readers there is probably more appeal in his Der 
'Engel vom westlichen Fens ter (1927), for the scene of a great part 
of the tale is in England, and in the chain of magicians are St, 
Dunstan and Queen Elizabeth, while the hero is Sir John Dee, 
the descendant of a Welsh chieftain whose desire is to win Green- 
land for Gloriana. (‘Greenland’, as the tale unfolds, is the deep 
dead past, from which come ghosts and all mediumistic visions 
and succubi and the mirages of sexual desire.) The scene changes 
to Prague, where another Teufelsbundner, Kaiser Rudolf, wise and 
wily but in the toils of priests, directs the ever elusive quest for 
the philosopher’s stone. The actual theme of the novel is the secret 
of existence, and this is revealed (darkly) by the complicated action 
as man’s ceaseless battle with sex: a good man by his very nature 
strives frantically to achieve wisdom and selflessness, but this mas- 
culine ideal is thwarted by the demonic fascination of the female, 
in this tale sensationally embodied, obscene and divinely lovely, as 
the Pontine Isis {die schwar^e lsais\ with lithe limbs and panther’s 
smell {das Fantherweib). Isis is eternal, for she is in the blood and 
is the blood of the male, whose only hope is to be mothered by 
some domestic woman, from whose shielding arms he is lured, 
however, by this vampire who is lust, not love. The demon may, 
when man’s senses are cold, fill him with loathing of her functions, 
but her magic lies in the heating of his senses; and even if he 
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would destroy her she seizes him in the very frenzy of his hate, 
for sexual desire is the adoration she craves. There is much play 
with elusive symbols : particularly with the dagger, or spear-head, 
of the hero’s Welsh ancestor, which is at the same time an attribute 
of the cat-headed goddess (= phallus): the hero, in his successive 
incarnations, can only save his soul - and even then only when 
life is ending - by preserving this instrument from the greed of 
the evil powers. The mystic illumination of the problem of life 
comes from a weird rabbi who is versed in cabbalistic lore: and 
the lesson is (apparently) that man must choose between suppres- 
sion after death or suppression in life of the brute element of sex - 
in other words between flesh and spirit, and that the true alchem- 
istic transmutatio is achieved by the hermaphroditic marriage of 
the male with the female (element) within himself: thus Sir John 
Dee might win ‘the Queen’^; not, as he deludes himself, Queen 
Elizabeth - who gives herself to him only as Isis in the shape of a 
succubus and lures his descendant in our own days as the medieval 
Dame World, fair in front and with hollow back wreathed with 
slimy snakes -, but the irradiation through strain and suffering of 
personality. 

This cult of spooks, vampires, and demons has, of course, not 
been the monopoly of the Prague Jews : it occurs in the Novellen of 
Josef Ruederer (Tra§kormdien\ of Oscar A. H. Schmitz (Haschisch, 
1892), in Gerhart Hauptmann’s plays and fiction, in Wilhelm 
Walloth’s^ (1850-1932) Im Banne der Hjpnose (1897), and in the 
later work of Wilhelm von Scholz. In the light of all this hair- 
raising matter Goethe’s stage-directions following line 5298 of 
Faust II are amusing: ‘Die Nacht- md Grabdichter lassen sich ent- 
schuldigen, well sie soeben im interessantesten Gesprdch mit einem jrisch- 
erstandenen Vampyren begriffen seien, woraus eine neue Dichtart sich viel- 
leicht entwicksh kSmte' Goethe’s contempt for ‘hideous vampirism’ 
comes out in his review of M6rimee’s Im Gu^la (1827). 

' See Faust, 1, 1 . 1047. There is much use of this passage in the book; the 
‘red lion’ appears variously, literally as the tamed pet of Kaiser Rudolf. 

^ One of M. G. Conrad’s Munich group. He tried to better Georg Ebers 
by making the archaeological novel naturalistically real, but did worse 
(Oktaina, 1885; Farts der Mime, 1886; Ovid, 1890; Eros, 1906). 



IV 


THE NOVEL OF NATURALISM 
AND DECADENCE 


As far as the novel is concerned it is difficult to draw a clear 
line of demarcation between naturalism and decadence ; the 
JL Vtwo movements merge. There are, however, distinguish- 
ing features of each. Naturalism implies sympathy for the working 
classes {Armeleutepoesk) and for outcasts of all sorts - prostitutes 
particular^, waitresses, factor}" workers, tramps, scamps ; decad- 
ence is in the main the depiction of the artist as by his very nature 
misplaced in society and conventions, the hectic man of nerves, 
the seeker after sensations. Decadence is naturalistic in the 
sense that it claims to photograph real life; but it tends merely to 
photograph the inner life of exceptional beings, who as such are 
decadent, in a milieu either of drab reality or of Bohemian strange- 
ness represented as real. Where, as in the ‘artist novels’, this strange 
lighting is focused on the strange hero, we have technically not 
naturalism but impressionism; but even here the milieu is likely 
to be more or less naturalistic. The swathing of a sensitively 
visioned inner picture by folds of raw reality indeed continues 
through the succeeding schools of impressionism, expressionism, 
Neue Sachlichhit, and Scholkndichtung', by this alone we can measure 
the importance of naturalism, once established, as a necessary part 
of certain phases of literature, particularly of the novel. A term 
which approximately comprises all novels of these schools which 
have at least a base of realism is Milieuroman. ‘Experimental novel’ 
{Experimentalroman, experimenteller Komafi) on the other hand fits 
only those novels of the eighties and nineties which are built up, 
according to Zola’s theory, by ‘documents humains’', that is, by the 
actual study or scientific observation, or (in Germany, at least) 
the pretence of such study or observation, of the characters and 
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Strata of society concerned. Roughly stated, the difference between 
naturalism and decadence is that between Zola on the one hand 
and Maupassant, Huysmans in his second period, and Oscar Wilde 
on the other hand. There is, however, another line of growth: if 
to be a decadent is to be a man of delicate artistic perceptions - 
‘aesthete’ {Aesthet\ man of nerves (Nervenmensch) - but weak will, 
then its true home is Vienna.^ But Conrad Ferdinand Meyer, a 
Swiss patrician of Zurich, had the same incapacity to face the 
noise and hardness of life^ ; and therefore, though Viennese writers 
through the ages tend to this shrinking softness, decadence is a 
matter (if it is real and not merely the fashion of the day) of indi- 
vidual mentality and physique : the problem of real decadence or 
of literary decadence meets us in the work of, say, Sudermann 
and Ompteda - both solid Germans with the stamina of cart- 
horses - contrasted with Heinz Tovote with his Parisian elegance 
and neurotic thrills. 

Definitely a decadent was the Viennese writer Ferdinand von 
SAAR (1833-1906); and we may say that he is the link between the 
involuntary decadence of Grillparzer and Conrad Ferdinand Meyer 
and the deliberate cult of decadence of the nineties. In one of his 
lyrics, Die Entarteten, Saar laments for those who are tainted before 
birth {erblich beiastet^ a favourite term which derives from the ter- 
minology of the alienists as much as from Darwin), battle vainly 
against secret sins, and die at last by their own hands or by those 
of the public executioner. This is the note, too, of many of Saar’s 
short stories {Novellen aus Osterreich, 1876 and 1897) : his effeminate 
characters fail helplessly in whatever they undertake. (He himself 
died by his own hand.) His Die Steinklopfer (1873) is generally 
classed as ^die erste A.rbeiternovelle\ while the heroine of his Die 
Troglodjtin is an ex-convict woman tramp ; and certainly the four 
short stories of his Die Tragik des Eebens (1894) rank him with the 
naturalists of the day. 

This wave of sympathy in literature with the downtrodden and 
the outcast is of course a reflection of the social and political trend 
of the period; the law against Socialists {So^ialistengeset^ had to 
be abrogated in 1890; and Kaiser Wilhelm’s known disgust at the 
performance in Berlin of Die Weber merely acted as an advertise- 

^ See p. 210. 

2 Cf. with his poem Ahendrot im Walde Cowper’s description of himself as 
a ‘stricken deer*. Somtags mirrors his morbid love of solitude. 
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merit. Not merely theologians like Bruno Wille turned Socialist: 
there was the glaring case of Morits: von Egidy, a lieutenant- 
colonel, who preached a kind of Saint-Simonian Christianity or 
Christian Socialism freed from all sectarian dogma; he stated his 
creed in Ernste Gedanken (i 891). Such a socialization of Christianity 
was signalled at the Evangelisch-Sozialer Kongress in 1890. 

One more distinguishing feature which should be pointed out 
is that, while naturalism proper is Socialistic, decadence tends to 
be Nietzschean. The question might at once arise : how can Nietz- 
scheanism, which is the cult of the strong, ruthless man, possibly 
be identified with decadentism? The answer is that Nietzsche’s 
idea of the superman (^Der Mensch ist etwas^ das uherwunden werden 
solP) implies contempt and loathing for man in his present state 
(see pp. 103-4). This self-loathing is not in contraiction with 
that admiration of the strong men of history which in the case of 
Jakob Burckhardt and Conrad Ferdinand Meyer took the form of 
worship of the Eenaissancemensch\ and generally speaking we may 
say that in the nineties literary Nietzscheanism in Germany splits 
into two phases: (i) the identification of the man of the Renais- 
sance with the superman, principally in impressionism (e.g. the 
novels of Heinrich Mann); (2) decadent individualism; the latter, 
strengthened by the cult of Baudelaire (the French Satanist as 
Przybyszewski is the German Satanist), turns to Satanism, to 
Neronism {Ich-Anbetm^^ and to the glorification of the weakling 
with suicidal tendencies. Thus we get two main types of hero: 
der Held der Tat and der Held der Kmst, 

The Zolaesque novel begins with Conrad Alberti (or Sittenfeld) 
and Max Kretzer. conrad alberti (p. 23), the swashbuckler of 
naturalism, had the typical cynicism of Berlin Jews; his drama 
Hot (1888) is an attempt, before Gerhart Hauptmann’s F/orian 
Gejer^ to dramatize the Peasant Rebellion; his novels (Wer 1st der 
Stdrkere? 1888; Die Alien md die Jungen^ 1889; Kecht auf Eiebe 
1890; Masdinen, 1894) died in their own dirt, and count only as 
experiments. In the short stories of his Plebs (1887) he sketches 
with a loose grip the life of Berlin metal workers and seamstresses ; 
his imitation of Zola comes out more in the panoramic vision of 
Berlin w’hich he tries to read into his novels ; he fails because he sees 
merely a drab monotonous city, whereas Zola redeems his horrific 
picture by vivid and grandiose symbol, max kretzer (1854-1941), 
an artisan who gradually shaped himself into a literary man but 
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never mastered grammar and, despite his naturalistic doctrine, 
made his working people talk as they do in penny novelettes, did 
manage to animate his Anklageliteratur by something like poetic 
symbol: admirably almost in his best novel, Meister Timpe (1888), 
which has for theme the crushing of the small independent crafts- 
man by the mass production of factories; the crawling of the 
railway over old Berlin and past his little workshop has a night- 
mare effect. Fanatically as Kret2er imitates Zola’s ‘literature of 
accusation’ a more congenial influence on him was that of Dickens ; 
and indeed it is generally true of the novelists of naturalism that 
the influence of Zola is mainly on subject-matter. Like Dickens, 
he puts the matter of his own early experiences into his fiction: in 
Der Fassadenraphael (1911) he relates how he earned his living as 
a sign-writer, and the description of life in a lamp factory in Der 
alte Andreas (Berliner Sittenbilder, 1911) is also autobiographical, 
while in his memoirs. Wilder Champagner, Berliner Erinnerungen md 
Studien, he describes his apprenticeship to a china merchant. He 
has neither the humanity nor the variety of Dickens : his range is 
limited to the life of workers and outcasts, and to him this life is 
slavery; where the wealthier classes come into his picture he does 
not rise above caricature which betrays his complete ignorance of 
the ways and speech of better class society. Of his novels - all of 
them strictly Berliner Romane - Die Betrogenen (1882) has in outline 
of plot some resemblance to David Copperfield', it is the first full 
novel to describe the life of industrial workers in the capital, and 
its essential premise is that girls who work in factories must in- 
evitably augment their earnings by prostitution. Die Verkvtnmenen 
(1883) suggests Uttle Dorrit, with the substitution of the Berlin 
block of flats {Mietskaseme) for the Marshalsea Prison. Meister 
Timpe, with its pathetic lament for the ever-growing mechani2a- 
tion of the world, derives apparently from both Zola’s AuBonheur 
des Dames and Dickens’s Hard Times. Quite Zolaesque is Drei 
Weiber (1886), with its discussion of the man with more than one 
wife. There is satire of religion in Die Bergpredigt (1890); Der 
Millionenbauer (1891) reflects the moral ruination by sudden wealth 
of the farmer whose land has been swallowed up in the Grunder- 
jahre by the expansion of Berlin; in Das Gesicht Christi (1897) the 
Saviour moves as a symbol of pity among the poor of Berlin. 

The Berliner Roman is of course a subdivision of the Grossstadt- 
roman, but practically speaking the metropolitan novel of early 
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naturalism is confined to depictions of Munich in the loose sketches 
of M. G. Conrad’s Was die Isar rauscht and to a very comprehensive 
series of Berlin novels. The latter, indeed, take in novels by writers 
of the previous generation : paul lindau’s (1839-1917) trilogy Der 
Zug nach dem Westen (1886), Arme Madchen (1887), and S pitmen 
(1888); FRITZ mauthner’s (1849-1923) W, (1886), Hermann 
Heiberg’s (1840-1910) Dmst aus der Tiefe^ (1890). Novels such as 
Karl Bleibtreu’s Schlechte Gesellschaft fall under the heading of Kell- 
nerinnenromane\ these unroll unedifying pictures of the Bohemian 
life of the capital (Strindberg's 'Koda Kummet is the prototype of 
the genre) with mighty-bosomed waitresses or barmaids towering 
over quailing poets. Actually the Berliner Ron/an reaches its height 
in two nostalgic descriptions of the Jewish life in the capital in 
the days of crinolines : Jettchen Gehert (1906) and its sequel Henriette 
Jacoby (1908) by Georg Herrmann; but since these novels are 
Charakterromane rather than Milieuromane they belong to a later 
chapter. 

The naturalistic Kunstlerroman begins with Conrad Alberti’s Die 
Alien und die Jmgen - a gifted artist, submerged by mediocrity, 
dies by his own hand - and Bleibtreu’s Grossenwahn. The latter 
novel, grotesquely formless, satirizes the members of the Verein 
Durch: the Hart brothers appear as 'die idealen Waffenbruder" (an 
obvious hit at their Krifische Waffengdnge), These rambling novels 
were not, however, Kimilerromane in the more exclusive sense of 
the type created by Walter Siegfried (1858-1947), a Swiss mer- 
chant, with his Tino Moralt (1890), which is clearly influenced by 
Zola’s UCEupre. It is a study of frustration: the hero, an artist, 
foiled in his relentless battle for perfection, loses his reason and 
commits suicide. Tino Moralt^ like Hermann Bahr’s Die gute Schule^ 
reflects the author’s experiences in the artistic world of Paris. 
Clearly autobiographical too is casar flaischlen’s (1864-1920) 
Jost Seyfried (1905), a novel in epistolary and diary form; it relates 
the development (Werdegan^ of a poet of the Jmgsideuiscbe Bewegung 
(another name given to their movement by the naturalists to show 
their affinities to the revolutionary Jung Deutschland school of 
1830-48). The spirit of the book is plaintively pessimistic: both 
naturalism and symbolism are represented as having degenerated 
from the soaring aims with which they began to a mechanical 

^ Heiberg^s novel Apotheker Heinrich (1885) was praised by the naturalists, 
but his matter-of-fact style earned him the title of Realist der Nuchternheif, 
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turning out of mass matter. The style, in a kind of Whitmanesque 
prose, runs parallel with that of Johannes Schlaf in the sketches 
of his rural divagations; and it is indeed as an experimenter in free 
rhythms that Casar Flaischlen has historical interest as a lyrical 
poet^ ; wistful moods he renders admirably in his seemingly artless 
verse. His dramas (Tom Sfurmery 1891, and Martin Tehnhardt^ 1895) 
are in their reflection of the poet’s own ripening of mood and 
character complementary to ]ost Seyfried; Martin Tehnhardt counts 
also (say, with Max Dreyer’s Der Vrohekandidat and Hermann 
Stehr’s Drei Ndchte) in the literature of religious anguish and 
revolt: a theological student, after a poignant argument with a 
clergyman, abjures the faith he was to have preached; here Flaisch- 
len is trying to fashion (like Johannes Schlaf in his trilogies and 
like Kurt Martens) a kind of healed decadent (gesmdeter Dekadent\ 
one who has won his way to a moral Nietzscheanism. 

The hero is levelled rather than raised in those novels of the 
period which stand for the social doctrines of the extreme political 
left. The typical Communistic novel, John Henry Mackay’s Die 
Anarrhisten, is less literature than programme ; the typical Socialist 
novels are Hans Land’s Der neue Gott and Felix Hollander’s ]esus 
und Judas, The symptomatic feature of these tales, the abnegation 
of his ‘higher’ class and conventional faith by an aristocrat or 
theologian, who becomes one of the people, is of course common 
to the European life of the day; in Germany there were Socialist 
theologians such as Bruno Wille; and one clergyman, Paul Gohre, 
actually worked as a factory hand for three months and described 
his experiences in Drei Monate Fabrikarbeiter (1891) and Denkwur- 
digkeiten md Erinnerungen eines Arbeiters. An aristocrat had espoused 
the people’s cause in fiction in George Sand’s Le Compagnon du 
Tour de France; in German life an officer did so in the person of 
Moritz von Egidy, and in German fiction there is Fedor in Omp- 
teda’s Deutscher Adel um ipoo^ who refuses to be any longer ‘noble 
by love of self’ (ein Adeliger des Egoismus) and seeks to be ‘noble 
by love of others’ (ein Adeliger des Altruismus), The millionaire’s 
son who gives up his wealth and turns Communist we get later 
in Jakob Wassermann’s novel Christian Wahnschaffe and Georg 
Kaiser’s dramas Koralle and Gas, The hero of hans land’s (1861- 
92) Der neue Gottis a count and lieutenant in the Hussars who lives 
in a garret and serves the Socialist party; he fails to adapt himself, 
^ Fan Alltag md Some ( 1898 ), Zwischenkldnge ( 1909 ). 
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however, and in the misery of poverty betrays the revolutionary 
aims of the party to the police. There is the same feeling for the 
masses' in Hans Land’s other novels (Stief kinder der Gesellschaft^ 
1888; Die am Wege sterhen^ 1889; S unden ^ 1892). There is more of 
the stuff of literature, despite the dismal flatness of the narration, 
in FELIX HOLLANDER’S (i 867-193 1) Jesus uud Judas (i 891) : a student 
would fain be a Jesus to the workers but is forced by poverty to 
be a Judas - he betrays his party and jumps into the Spree. Hol- 
lander’s most famous novel - one of the most notable of the whole 
period - is Der Weg des Thomas Truck (1902); the hero is the son 
of a provincial doctor who turns Socialist; in Berlin he has a dis- 
appointment with the wife of a millionaire who refuses to give up 
her life of luxury to share his ideals of social service; he marries a 
girl he meets at a Salvation Army meeting, a seamstress addicted 
to drink; she commits suicide, and he goes to the dogs in the 
Bohemian life of the capital, but is rehabilitated by his love for his 
cousin, and finds peace for his soul in Buddhism and the teaching 
of Tolstoy. WILHELM HEGELER (1870-1947) was a man of good 
family who literally for conscience’ sake turned proletarian. In his 
first novel. Mutter Bertha (1893), an unmarried mother gives way 
to a doctor to save her child’s life, and then makes good by hard 
work and self-sacrifice for the sake of the child. This theme of 
moral excellence latent in a Tallen’ woman and triumphing in the 
idea that the child is salvation occurs in a number of outstanding 
novels, from Helene Bohlau’s Das Brecht der Mutter to Vicki Baum’s 
Stud, Chem, Helene Willfuer, Hegeler’s best novels are Ingenieur 
Horstmann (1900) and Pastor K/inghammer (1903); in each the hero 
is a violent character whose blood gets the better of his culture. 

Imitation of Zola in the sense of a heaping up from chapter to 
chapter of documented material is confined to early naturalism, 
although of course sporadically the process survives. What hap- 
pened was that photographic naturalism was transformed by that 
surgical probing into states of nerves of which Maupassant (1850- 
93) was master. And as soon as the influence can be diagnosed as 
that of Maupassant we can no longer classify a work definitely as 
naturalism: studies of nerves belong to decadentism, and decadent- 
ism (since neurotic obsession and decay show in unreal impres- 
sions of the outer world) is more or less a part of impressionism. 
Sudermann from the first imitates Maupassant in his fiction, but 
he continues the poetic realism of his German predecessors, par- 
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ticularly in the sentimentalism of ¥rau Sorge and Der Kat^nsteg^ 
what he does (in his less reputable work at least) is to transfuse 
the German pretence of moral goodness with French cynicism. 
Maupassant’s translator was Georg Freiherr von Ompteda, and 
Ompteda strove doggedly to be the German Maupassant; the 
German novelist who made the most of Maupassant’s technique 
and pose was, however, Heinz Tovote. 

HEINZ TOVOTE (1864-I946) and GEORG VON OMPTEDA (1863-1931) 

were both natives of Hanover. The glaring difference between 
them is that while Ompteda takes over from Maupassant the cult 
of piquancy and abnormality his sexuality is, comparatively speak- 
ing, sane and normal, while Tovote is genuinely decadent. Their 
portraits alone proclaim this radical difference: Ompteda’s solid 
square face and clipped hair contrast with Tovote’s elegant pointed 
beard and shock of well-groomed hair. Fallobst (1890) is a collec- 
tion of Novellen defined by Tovote himself as ‘Novelkn der Wurm- 
stichigkeit\ and this ‘wormeatenness’ is equally high to the nostrils 
in Ich, nervose Novellen (1892); what Tovote gives us in these tales 
is a series of hectic short studies of the fixed ideas or obsessions 
of nervous people. For instance: two young people ripening to 
the crisis of fruition have their blood chilled by the sight of a 
horse’s blood spilt in an accident (this is of course less telling than 
Maupassant’s story of a husband who ceased intercourse with his 
wife because one day when she was ill he was sickened by the faint 
odoxir of physical decay which met his nostrils as he bent over her). 
Tovote made his reputation with his novel Im L,iebesrausch (1890), 
the hero of which is an aristocrat who marries a carter’s daughter, 
a girl with a past : as a waitress she was Lucie Nagel, as a sort of 
lady she is ICitty Nail. Georg von Ompteda scores by his illumin- 
ation of the life of officers; and in this respect his trilogy of novels 
Deutscher Adel urn ipoo {Sylvester von Geyer, 1897; Eysen, 1900; 
Cdcilie von Sarryn, 1901) may prove to have permanent importance 
as pictures of social conditions. In this trilogy the influence of the 
Goncourts is pointed out by critics; but this influence too is less 
discernible in Ompteda than in Tovote, in the sense that Tovote’s 
creatures are more literally (to quote Edmond de Goncourt’s self- 
definition) machines d sensations rendered with an accent fievreux. 
Sylvester von Geyer describes the life of a Saxon officer from the 
cradle to the grave; his tragedy is that he is poor and that his 
efforts to perfect his character are hampered by fits of nerves. 
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B^ysen is the saga of a whole family, and Cdcilie von Sarrjn unfolds 
the poignant tragedy of the old maid of noble family. The total 
theme of the cycle is the struggle for existence of an entire noble 
family; thus Deutscher Adel um i$oo does for the nobility what 
Thomas Mann’s Buddenbrooks does for a patrician family in a Hanse 
city; and in both it is the disintegration of the solid old stock by 
the nervous debility of modern life, with its problematic culture, 
which interprets the tragedy. The imitation of Maupassant is most 
glaring in Ompteda’s early collection of short stories l^eidenschaften 
(1896), with their ironical humour and piquant situations. The 
theme of Maupassant’s 'En Famille - the frustration of artistic 
ambition by the fetters of marriage to a modern Delilah - occurs 
in 'Philister uber Dir! (1899). 

Two novelists, Wilhelm von Polenz and Kurt Martens, share 
with Johannes Schlaf the credit of aiming, for ethic and racial 
reasons, at the conquest of decadentism. wilhelm von polen2: 
(1861-1903), like Ompteda a retired ojfBcer, is today given rank as 
one of the forerunners of the Blut- md Boden novel; and it is true 
that in his agrarian novels he describes in patient detail the con- 
ditions of his native province of Upper Lusatia. Tales of his such as 
Heinrich von Kleist (1891) hardly count except for the subject^; and 
the sexual details of Suhne (1890), a novel of adultery, merely show 
dependence on Zola. Markedly Zolaesque too is Wur^ellocker 
(1902), a study of industrial and artist life. Der Pfarrer von Breiten- 
dorf definitely places Polenz with the best novelists of his 
period. It is the first of a series of novels (e.g. Frenssen’s Hilligenlei^ 
Lulu von Strauss und Torney’s ILucifer, Hermann Stehr’s Der 
Heiligenhof) in which religious experience dominates the shaping 
forces of environment; in Polenz’s tale the clergyman hero, like 
Casar Flaischlen’s Martin Lehnhardt, wrestles with his faith and 
casts it aside, while another clergyman seeks release from doubt 
in death. DerButfnerbauer (1895) is by common consent something 
of a masterpiece, not only because it vividly renders the landscape 
and rural atmosphere of Upper Lusatia and is therefore a new 
start, after the spate of metropolitan novels, in the peasant novel, 
but because of its powerful characterization of the Biittnerbauer, 
a farmer of the old school, obstinate and tireless in his labour to 

^ Georg Hirschfeld’s short story Damon Kieist probably suggested the title 
of Stefan Zweig’s book of biographical essays (with a very frank interpre- 
tation of Kleist’s mentality) Der Kampf mit dem Damon, 
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save his heritage, but helpless in the grip of the Jew to whom he 
has mortgaged it; in his children there is no help, for they are 
degenerates; and when he can fight no more he hangs himself. 
The doctrine of the salvation of agriculture by self-dedication to 
it is enunciated in Der Grahenhdger (1897): a landed gentleman, a 
former officer with an officer’s way with women and other things, 
is helped by his wife to restore his decayed farms to prosperity.^ 
With Thekla hudekind (1900) Polenz returns to the metropolis and 
takes his part in the discussion of feminism by showing the quali- 
ties of emancipated women and of those who live to love. 

In Polenz’s novels the anti-decadent note is implicit in his return 
to country life and his unsympathetic handling of weak-willed 
creatures; in those of kurt martens (1870-1945) it is expressly 
stressed. The masters Kurt Martens acknowledges are Stefan 
George and above all Hugo von Hofmannsthal; and with Hof- 
mannsthal he has the common interest in the influence of deca- 
dence on personality. Whereas, however, Hofmannsthal portrays 
himself in his decadents Kurt Martens is quite objective. His titles 
alone indicate the stamp of bis characters (Sinkende Schwimmer^ 
1892; Die gehet^en Seelen^ 1897; Koman aus der Decadence^ 1898): 
but he turns the tables on these pretentious petty Nietzscheans 
by branding their claim to licence by virtue of personality^ (^sich 
auslehen^ is a catchword of the school) as merely the lack of disci- 
pline of Philistines ; he ranks an artist steeped in vice less than a 
plodding dullard. The hero of Koman aus der Decadence lives the life 
of the aesthetic snob: homosexuality, free love, boredom, con- 
version to Catholicism, et toute la lyre; but, unlike Hofmannsthal’s 
Claudio, he frees himself from the cult of sensations and finds a 
refuge in study. The hero of Die Vollendung (1902) fails to save 
himself, but before he commits suicide he knows that his son will 
reach safety - by his love for a girl from America; and it is inter- 
esting that Martens points to English character as by national 
habit sane and sound. 

There is an intellectual rather than a moral conquest of natural- 
istic depression in the later fiction of anna croissant-rust (1860- 

^ Adalbert StiftQt's BrigiUa (1843) romantically handles the same theme for 
a Hungarian estate. 

2 The typical decadent of this type is Hermann Conradi, in whose flaunting 
of vice there is at least the pretence of the desire to rise by the satisfaction of 
impulses {Tmbe) above and beyond them. Dehmel, by his own showing, 
achieved salvation in this way. 
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1943); she remained ‘consistent’, but managed after the turn of 
the century to enliven her hard and relentless studies of working- 
class and milieu with a peculiar humour, which served her, 

so she said, like a mackintosh in rain. She was the only woman 
among the primitive naturalists - as a member of M. G. Conrad’s 
circle she wrote for Die Gesellschaft - who earned a niche in literary 
annals by the permanent merit of her work. She was rather a 
writer for the writing fraternity than for the mass of the reading 
public; the short stories with which she began (Feierabend und 
andere Munchner Geschichten^ Dehensstucke^ 1893) her two 

plays {Der standhafte Zinnsoldat^ 1896; DerBua, 1897) were too true 
to the naturalistic type to appeal to light-minded readers. Her 
Gedichte in Prosa (1893), too, are interesting mainly as experiments 
in form ; they belong to the imitations of Whitman which followed 
the lyric revolt of Holz and Schlaf. Her protective humour did, 
however, lend some popular appeal to her novel Winkelquartett 
(1908), and there is the regional attraction of Heimatkunst in the 
short stories of her Pimpernellche (1901) and A.us unsers Herrgotts 
Tiergarten (1906), which render the moods of her native Palatinate; 
she has strictly regional reality, too, in her novel Die Nann (1906), 
which unfolds the life of peasants in the Brenner Pass district. 
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C onsistent naturalism did not very long hold the field as the 
movement of the day; before it had lost its strangeness it 
was challenged by a new movement, that of symbolism, 
neo-romanticism or impressionism (three names for much the 
same thing); and gradually naturalism merges with these new 
currents, some poets shifting as mood dictates from one style to 
the other. Impressionism is partly a reaction from naturalism, but 
to a great extent it derives from French symbolism, which was 
itself a reaction against two completely different styles, naturalism 
and Parnassianism; in Germany, however, the manner of the 
French Parnassians is imitated, e.g. by Richard von Schaukal, at 
the same time as that of the symbolists, i.e. the sculptured or 
pictorial Parnassian style blends with symbolist infolding of 
meaning. 

Impressionism in painting loosely assembles light effects round 
blurred outlines. So, too, literary impressionism may produce (to 
quote Schiller’s summing-up of Klopstock’s nebulosity) a given 
state of mind without the help of a given subject. At all events, 
impressionism produces Stimmmg, mood, atmosphere, etat d’&me. 

It is a law of physics that action and reaction are equal and in 
opposite directions. The direction which impressionism gives to 
art is away from nature. Hermann Bahr interpreted the phase 
somewhat whimsically: the poet or painter, he says, is the mirror 
in which nature is reflected; or, nature as we see it in the work of 
art is not seen directly but reflected in a temperament. If the tem- 
perament is abnormal, the reflection will be abnormal; but it will 
be art. Moreover, according to naturalistic theory nature must 
always appear the same in art, for art must be a photographic 
reproduction of nature; art would thus be infinitely monotonous; 
according to impressionistic theory, on the other hand, the re- 
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flection of nature in art differs as infinitely as artists differ in 
temperament. Only vision is true. A child watches its mother in 
a green shade and says to papa: ‘Mama has a green nose!’ Papa 
says it only seems so, but the child knows better, it says what it 
sees. Papa knows too much; his superior knowledge corrects his 
vision. In reality we never see anything as our intelligence tells 
us it is. But the appearance which intelligence says is untrue is 
beautiful; and art portrays the beautiful, which is the real, only 
the real is underneath it. ^A.m farhigen Abglan^ hahen wir das Lehen^^ 
wrote Goethe. 

Impressionism first appears as programmatic in a novel which 
ran as a serial through the first volume of Die Freie Buhne^ Hermann 
Bahr’s Die gute Schule (1890). This is a typically decadent novel, 
with as much Nervosifdt as anything of Tovote’s, and today its 
interest lies more than anywhere in the detection of the influences 
which go to its making; for it is an amalgam of imitations which 
are in themselves indicative of the fiction which follows. Critics 
insist on the crass use of Strindberg’s misogyny, but certainly the 
chief influence is that of Huysmans’ A rebours^ which is, however, 
coupled with the psychogrammatic notation of Bourget’s Le Dis- 
ciple^ then ~ it had appeared a year before - a literary sensation. 
Similarities have also been pointed out with George Moore’s A 
Modern Dover (1883); both writers agree that ‘the life of an artist 
should be a practical protest against the so-called decencies of life’ 
{Confessions of a Young Man), heraiann bahr (1865-1934), an Aus- 
trian from Linz, had just arrived - elegant and scented, with 
pointed beard and Lavalliere cravat - in Berlin after a stay in Paris 
(1889-90), where by this time the symbolist doctrines were the 
latest thing. The hero of the tale is a young painter who, after 
eating red salmon in green sauce, is pursued by these colours: he 
sees symphonies first of green, then of red (^Es war der Lyrismus 
des Roten . . . ein krdftiges, mdnnliches und tdtiges Rof is a sample of 
the erotic symbolism of the book). The sub-title is Seelische Zu- 
sfande (i.e, etats dlame)^ and this is symptomatic: the notation of 
states is here transferred from the outer to the inner world. ‘The 
good school’ is that of erotic experience : '‘das Hamletische im Kunstler 
verlangt eine Mdtresse unbedingf; and the more perversity the greater 
the refinement of the nerves. Woman is, however, no more than 
an instrument in the refining process; she is and must be, as 
woman, a whore, 'ein liederliches Gemisch aus Kot und Honig\ When 
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the dross in his system is sufficiently burnt out^ by his sexual 
paroxysms the painter hero, impotent in his art, has visions of a 
love without the female instrument : ^etwas gan^ Nerposes, Raffi- 
nierteSy Kompli\iertes miisste es werden\ a dream-love, 'Glikk derEnt- 
haltsamkeify ^die keusche Wollusf\ for fulfilment of desire destroys 
its mystic beauty. Here particularly - as in the rich colouring of 
the painter’s nerve-whipped visions, in which the heavens open, 
wreathed in symphonies of purple perfumes and peopled by fire- 
red beings and blue vampires - we detect the influence of Huys- 
mans. In Die gute S chide Bahr shows his uncanny flair for coming 
fashions ; he (a ‘ Vorepipfinder^) is the herald of every new move- 
ment, and, if he did not actually turn the course of literature, he 
was at various stages the first to point out the change in direction. 
He had himself popularized the term ^die Moderne" ; in Zur Kritik 
der Moderne (1890) he shows what the movement is. In Die tJber- 
windungdes Naturalismus (1891) he exposes the ultimate absurdity 
of naturalism: 'Je dichter der Naturalismus der deutschen Dramatiker 
sich der Erfullung seines eignen Prinf^ips ndherty desto weiter entfernt er 
sich von der Mdglichkeii kMnstlerischer Wirkung, Je mehr er unpersonliche 
Wirkung wirdy entgeisteter S toffy desto mehr verliert er die let^te Gewalt 
uber unser Gerniit. Er wirkt dann genau ebenso me die Dinge selbsty die 
immer erst unserer Umarbeit braucheUy um fur die Empfindung ^ubereitet 
und angerichtet ^u werdend In Expressionismus (1914) he probes the 
new movement and interprets its theories. Bahr’s criticism is from 
the first impressionistic; that is, while he lays down laws which 
he argues with a show of absolute logic and often with subtlety, 
he is for the most part expressing his own personality. Compared 
with academic criticism, in which close concatenation counts, such 
personal impressions in loose essay form may seem erratic; and 
Bahr, particularly in his later collections of essays,^ may ramble 
on and intersperse irrelevant matter; giving himself, and whatever 
of his subject may shine through himself, his critical method is 
lightly selective and his aim is readability. His 'Protean person- 
ality^ or 'fluid ego^ (to use terms generally applied to him) fitted 
him admirably for his ceaseless outpouring of such easily gliding 
and soft if sinewy critical prose. His mind, for all its voracity of 

^ Like Des Esseintes, the hero of A rebours, ^sur le chemin, degrisiy seuly 
ahominablement lasse\ 

2 Wiener Theater (1899), Re^ensionen (1903), Glossen (1907), Das Bilderbuch 
(1921). 
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experience, was not strenuous : all that he wrote has the stamp of 
ease, and - taken en masse ~ a lack of depth ; what gives it interest is 
the catholicity of his friendships and his capacity of appreciation 
of all styles and phases of literature and art. On his Russian travels 
he discovered Eleonora Duse, and is credited with having made 
her reputation. In 'Renaissance (1B97) he proclaimed that the work 
of Hofmannsthal and Schnitzler heralded a new era in art, and he 
introduced to fame more than the close circle ("Jung Wien’) who 
gathered round him to listen to his oracular discourse in the Cafe 
Griensteidl in Vienna, where he settled after his meteoric appear- 
ance in Berlin. His plays and novels are difficult to characterize: 
they would have to be classified in periods corresponding to his 
chameleon-like changes from Socialist and naturalist to impres- 
sionist and finally to a Roman Catholic and expressionist with the 
pose of a reformer of ethics. (He of all people! . . . ) His natural- 
istic dramas have historical interest: Die neuen Menschen (1887) is 
modelled on Ibsen, and with its revolutionary hero between two 
women is in some sort a forerunner of Hauptmann’s Einsame 
Menschen\ his Die Mutter (1891), a pendant to Strindberg’s The 
Father^ shocked even the naturalists by its sexual craziness. In the 
traditional Viennese style of popular play {V olksstucke) are his Aus 
der Vorstadt (1893 ; in collaboration with Karlweis^), Das Tschaperl 
(1898), Das Fratr^ (1901)- There is Viennese atmosphere, too, in 
his Napoleon drama, Josephine (1898), and Der Krampus (1901) 
conjures up the colourful grace of Maria Theresa’s days, when 
Klopstock was the rage. Bahr’s problem plays - Der AposteJ 1901 ; 
Der Meister, 1903 ; Sanna^ 1905 ; Der arme Narr^ 1905 (whose hero 
has Hugo Wolf for model) - are admittedly weak. Bahr is more 
in his element when he handles current problems in the comedy 
vein; thus Die Kinder (1910) touches the problem of incest and 
Das Prmf(ip (1912) disproves the theory of democratic equality by 
showing what follows when a Tolstoyan reformer agrees to the 
engagement of his son, a grammar-school boy, to a cook whose 
billowing bosom has revealed woman to him in a dance. Bahr’s 
real successes were his comedies ~ or better farces. Two, which 
deal with conditions on the stage, are not without venom: Der 
Star (i 899) makes game of actresses, and Diegelhe Nachtiga/J (1907), 
in which a malicious actor foists a Hungarian girl on a manager 

^ (=Karl Weiss, 1850-1901.) He wrote good Volksstucks', Das grobe Hemd 
(1897), Der kkine Mann (1896). 
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as a Japanese singer, was taken to be a hit at a famous producer. 
Musical virtuosi are the protagonists of Die Andere (1905), with its 
picture of the dual nature of Lida Lind the violinist, and of Bahr’s 
most successful play. Das Kon^ert (1910), a rollicking farce in 
which a famous pianist is pestered by his pupils, whom he refers 
to as ^die Gdnse\ His wife is aware that according to the mood of 
the moment he selects one or the other for a night’s recreation in 
his cottage in the forest; he is then, officially, called away to give 
a concert; she has the tolerance of a wise Viennese lady, and in 
the last act wins him back by going with the husband of the lady 
of the moment to the forest cottage and pretending that since her 
companion is her lover a double exchange is the obvious way out. 
There is too much of the fireworks of conversation in Das Kon^erfy 
but the characterization is effective; the pianist - said to be self- 
portraiture (Bahr boasted of his success with women) - is some- 
thing of a stock figure (Wedekind’s Kammersanger is the same 
type), but he has little ways which individualize him; the wife, 
with her pretence of indifference and her belief that an artist hus- 
band is a child and to be treated as such, is an effective stage role; 
and quite delightful is Eva, one of the pupils, tailormade in snake 
fashion (^neun^ehn Jahre; sehr schlanky phantastischy auf S Mange stili- 
siert . . . versucht auf alle Weise nervos sMllern ...’), who, just 
when the bad boy has promised to reform, arrives at the cottage 
in a state of erotic excitement. The curtain rings down with Eva 
in the hero’s arms ; she is telling the usual tale - ^Frau von Stein und 
Goethe* y ^Seekneinsamkeify etc. ; this philandering is second nature, 
part of the musician’s business, and aids publicity (for if scandal 
ceases he is classed as worn out in body and music); and so, 
mechanically, he must go through the routine movements with 
Eva fainting in his arms to bliss. And with his wife in the next 
room! It would be interesting to compare Bahr’s ironical depic- 
tion of erotic Viennese women in Das Kon^ert - as also in Wiene- 
rinnen (1900) - with that of Schnitzler; what one sees at a glance 
is that with Bahr the treatment is Don Juanesque and jovial, and 
with Schnitzler pathological and, under the cynical surface, sad. 
Bahr’s novels and tales, after Die gute Schuky have little interest 
other than (where the originals of the characters were recognized) 
scandalous or as Austrain aspects. The short tales of Caph (1894) 
are in Maupassant’s manner. After his return to the Roman Cath- 
olic fold, and under the influence of expressionistic ethics, Bahr 
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planned a cycle of twelve novels which were to establish his new 
conviction that society must be transformed and that ^real life’ 
must be created by "real men’. In Die Kahl (1908) he shocked 
Vienna once again: a famous actress whose identity was guessed 
relieves a Jew grammar-school boy in one night of love of his 
virginity. Other novels of the series {Drut^ 1909; 0 Mensch! 1910; 
Die Kotte Korah,^ 1919) further reflect Bahr’s irresponsible concep- 
tion of "real life’. Taken all in all, the man and his m/ieu are likely 
to be more interesting to posterity than his works; and in that 
respect his Tagebiicher (1918), in which his expressionistic phase is 
recorded, Das Hermann Bahr-Buch (1913) and Selbstbildnis (1923) 
will serve for an epitome. 

In the literary cafes of Vienna Bahr shared presidential authority 
with PETER ALTENBERG (1862-1918), the aphorist among the im- 
pressionists. His genius splits into fragments ; and perhaps a com- 
parison to diamond splinters, loosely collected, some brilliantly 
polished and too many with a muddied glitter, would be a fit 
description of his work (Wie ich es sehe^ 1896; Aschantee^ 1^97^ 
Was der Tag mir ^utrdgt^ 1900)* It is customary to classify him as a 
^MomentphotograpV \ and his best pieces are indeed instantaneous 
photographs of something seen - Vienna with its suburbs, recol- 
lections of childhood, delicately pencilled portraits of women 
i^ver^itterte Weihschattenwesen^) and girls (the Wiener Madl above 
all), cruelly clean sketches of predatory men; and all coloured by 
shifting moods. Grotesquely contradictory is the self-portrait of 
"P.A.’ which stands out from these fragments: the habitue of 
Literatencafes^^ where he sits with his adoring and adored harlots, 
the poet of impromptus and apercus^ and with all this a pose of 
social reformer and preacher of the open-air life, controlled diges- 
tion, healthy bodies. Cynically colloquial, elegantly vulgar, pre- 
tentiously personal, ironically impaling the cliches of journalism, 
he is unique in his period, though historically in the line of the 
French moralistes (but what a moralist!) and of Lichtenberg. But, 
for all his keen observation and his sense of rhythm, he fails, 
because he has not the deadly earnestness of the true moraliste^ 
whose very inspiration is pain of the spirit, while Altenberg’s pain 
is that of the invalid poisoned by the perverse life of cities. 

^ Notable for its discussion of the problem of the Jews. 

^ ^ Such a presidential poet with his halo of harlots in his Viennese Stammcafi 
is pictured by Werfel in 'Barbara, 
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Another Viennese aphorist was karl kraus (1874-1936), a Jew, 
and today revered in Israel as one of the laureates of the race. In 
his day he was feared rather than loved, for he lashed about him 
with fine effect in his satirical journal Die Fackel^ which he launched 
in 1899, and which for more than thirty years he wrote almost 
entirely himself. He is at his best in his aphorisms, which are col- 
lected in Spruche md Widerspriiche (1909) and Nachfs (1919). He 
was a purist, a moralist, and an out-and-out conservative, and in 
this he ran counter to the trends of his time. His fierce fighting 
spirit rings out in his essays: Sittlichkeit und Kriminalitat (1908), 
Die chinesische Mauer (1910), Weltgericht (1919). In Der Untergangder 
Welt dutch die schwar^e Magie (1922) he pours out the vials of his 
contempt on the liberal press. He was nowhere more a traditional- 
ist than in his fight against the (as he saw it) progressive deforma- 
tion of the language in the literature of the new schools; if the 
language is corrupted, he said, so is the people. This scrupulous 
care of pure form makes the vast body of his verse (Worte in 
Versen^ 9 vols., 1916-30) run in a trodden track ; there is more that 
sticks in the memory in Epigrau/m (1927) and in his satirical Zeit- 
strophen (1931). His magnum opus is the monumental drama Die 
let^ten Tage der Menschheit (1919), which amounts to a corrosive 
catalogueing of all the evils of the time, with war in the forefront 
and the trend to war; World War II is seen brewing in the caul- 
drons of corruption fed by evil purpose. Other dramas are readable 
for their pungent wit: Eiteratur oder man wird doch da sein (1921), 
Wolkenkuckucksheim (1923 ; a colloquially Viennese modernisation, 
with its sting aimed at war, of the Birds of Aristophanes). Traum- 
theater (1924) and Die Unubetwindlichen (1928) hold up to ridicule 
what was to Kraus the new-fangled craze of psycho-analysis. His 
clarion warning reaches its culmination in Die dritte Walpurgisnacht 
(1952), in which he unfolds the perils of the totalitarian State. 

Up to 1 8 89 the trend of thought had been strongly 'social demo- 
cratic’, towards the masses. August Bebeff and Karl Liebknecht - 
both associated with the foundation of Die freie Volksbuhne - were 
forces in the land. In 1889 the news was spread that Friedrich 
Nietzsche was mad, and his ideas began to be discussed in all 
quarters. A reaction set in towards individualism; 'the right of the 
strong’, 'the will to power’, 'the superman’ became catchwords, 

^ His Die Frau und der Soxialismus (1883) is one of the most important 
handbooks of Socialism. 



FROM BAHR TO DEHMEL 93 

and were taken over as ingredients of impressionism. Armekute- 
poesie and the chapter Vom Gesindel in Nietzsche’s Also sprach 
Zarathustra were opposite poles. Nietzsche’s ^Es gibt ein Eeben^ an 
dem kein Gesindel mittrinkf is what the new poets think (p. 98). 

FRIEDRICH NIETZSCHE (1844-1900) was a Saxon like Lessing and 
Wagner, like Lessing a parson’s son, and like Klopstock a pupil of 
Schulpforta. His father died at thirty-five of softening of the brain. 
At Bonn he was a pupil of Ritschl, whom he followed to Leip- 
zig, together with the future Sanscrit scholar Deussen and Erwin 
Rohde, who was to write the famous history of Greek fiction {J)er 
griechische Koman^ 1876). At twenty-four, before he had taken his 
doctor’s examination, he was called to Basel, on the recommenda- 
tion of Ritschl, as professor of classical philology. From Basel, 
where he was the colleague of Jakob Burckhardt, he made visits 
to Tribschen on Lake Lucerne, where his great friend Wagner was 
living with Cosima. During the Franco-Prussian War he served as 
a hospital attendant, and fell ill with dysentery and diphtheria. 
Owing to continued illness he retired from his professorship in 
1879, with a pension of 3,000 francs, from which he managed to 
save sufficient to pay for the publication of his books. These 
remained practically unnoticed (^beim Verleger begraben^ sie verfaulen 
fdrmlich\ he wrote), until in 1888 Georg Brandes lectured on him 
in Copenhagen. In the same year Nietzsche lost his reason. His 
medical sheet at Jena bore the words : 866 syphilitische Anstechmg\ 

His first book. Die Geburt der Tragodie aus dem Geiste der Mnsik 
(1872) ~ attacked immediately by Ulrich von Wilamowitz-Mollen- 
dorff^ but defended by Erwin Rohde - reads strangely in the light of 
his later work : it is passionately reasoned propaganda for Wagner’s 
‘music drama’. It is an interesting link in the chain of aesthetic 
theories; and while it buttresses Wagner’s critical writings - Das 
Kunstwerk der Zukunft (1850), Oper und Drama (1851) - it supple- 
ments Schiller’s classical division, in Dber naive und sentimentalische 
DichUmg^ of poetry into naiv (i.e. spontaneous) and sentimentalisch 
(i.e. reflective). Schiller had defined das Naive as the oneness of 
mind with nature, and das Sentimentalische as the conflict of mind 
with nature. Nietzsche derives art from the contest between Apollo 
and Dionysus; just as man and woman, though contrary and in 
constant strife, generate humanity by a periodic reconciliation, so 

^ One of the most famous of Greek scholars. He had been a fellow-pupil 
of Nietzsche at Schulpforta. 
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the union of apollinisch and dionjsisch generates art. Apollo is form, 
plastic art, rationalism, subjective creation; Dionysus is formless- 
ness, music, mysticism, intoxication creating in the forgetfulness 
of self [Selhstvergessenheit im Kausche), Art fluctuates between two 
extremes of perfect form and formlessness, between classical archi- 
tecture and music, between fixed and unfixed. Between these two 
extremes - the two worlds of intoxication and dream {Kausch und 
Traum) - there is an ascending gradation in music, lyric verse, 
epic, plastic art, architecture towards fixity of image - each image 
{Ahhild) being an Apolline dream-shape, or the will to existence 
as phenomenon of what is in the world beyond sense shapeless. 
Dream shapes that which is shapeless in chaos; the Greek gods 
themselves are dreamed visions of pure limbs in a vaporous void. 
This dream world of lovely illusion {der schdne Schein) is limited, 
and therefore calm; but intoxication is limitless, and therefore 
orgiastic. Judgment is calm, but ecstasy is drunken. All creation 
of life is in ecstasy; what is not created in ecstasy is without life; 
life can only come of life; calmness, even ‘health’, is barren, dead.^ 
The calm shapers of vision - the Apolline or subjective poets - 
scorn Dionysiac orgies as morbid; little they know how livid and 
ghastly {leichenjarhig und gespenstisch) their ‘health’ looks when the 
glowing life of Dionysiac revellers reels past them. Apollo is raised 
above nature, not one with nature; but nature joins the mad rout 
of Dionysus : panther and tiger pace under his yoke; in Dionysiac 
frenzy man is one again with nature, he dances upwards into the 
air, he floats on enchanted clouds like the gods. Apollo is the artist 
with measuring mind and shaping hands - shaping an idolon; 
Dionysus drunk is more than ardst, he is god, he is art itself; his 
frenzy of rapture creates the noblest work of art - man magnified 
and panting in passion. Now these two opposite ideals of Traum- 
kunsp or shaping vision, and Rauschkunsp^ or creation in ecstasy, 
are united in the ancient Greek tragedy, which springs from the 
chorus of satyrs ; for in Greek tragedy Apollo shapes, in a sym- 
bolic vision, the oneness with nature of the drunken reveller. 
Music is the highest of the arts; for, though it shapes no visions, 
it expresses that ancient pain (Urschmer^ felt by man when by the 

^ Niet2sche has no inkling of Thomas Mann’s insistent teaching (the bio- 
logical fact) that creation kills the creator; that creation, while the highest 
manifestation of life, is also the beginning of the death of life. 

2 Ideas vital for the intelligence of literature after 1890. 
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process of becoming man he was wrenched from synthesis with 
the eternal. Music is the echo thrilled with pain of a lost divine 
harmony. And therefore the nearer to music, the more divine is 
verse. It follows that lyric verse is next in beauty to music; though 
by the very nature of lyric verse the lyric poet sings of self, he 
sings his intoxication with self, and is therefore Dionysiac. (In 
illustration one might say that Burns’s poem To Marj in Heaven 
would be merely local gossip if it were not an echo in music of 
the Urs€hmerv(i) The Volkslied clings in close imitation to music, 
and is thus the ideal of a poem, which merely expresses what in 
music is not expressed. The epic poet, on the other hand, is lost in 
contemplation of images or shapes. Music symboHzes the universe 
(Musik ist WeltsjmholiH). As Wagner said, civilization is eclipsed 
by music as lamplight is by the sun’s radiance. Art saves man from 
Buddha’s denial of life; in utter disgust with life man is rescued 
from the horrible by the sublime and from the absurd by comic 
laughter. Greek art was saved by the chorus of satyrs. To the 
Greek the bearded satyr was nature; and whereas the flute-playing 
shepherd of modem pastorals was a pretence of nature, the Greek 
satyr was true man; not in Gessner’s Salonschdfer but in Haupt- 
mann’s Waldschrat^ Nietzsche might have urged if he had read 
Die versmkene G/ocke, is nature real and redolent. The regeneration 
of myth which was the inspiration of Greek tragedy was killed by 
Euripides, with his explanatory prologues, and by Socrates, that 
spinner of theories; stripped by logic (or rationalism) of music 
and mysticism, tragedy dies. But in German music (Wagner is 
meant) there is an awakening of the Dionysiac spirit, and a rebirth 
of (German) myth. 

Nietzsche next, in 1873, launched an attack on David Friedrich 
Strauss^ (1808-74) (David Strauss^ derBekenner md der Schriftstelhr\ 
whom he angrily dismisses as a ^Bildungsphilosoph\ that is, a scholar 
who does not seek truth, because he thinks truth has already been 
found by the mighty dead, a slave of barren learning, not a creator. 
His next work, Vom Nut^en md Nachteil der His fork fur das Heben 
(1874), continues the attack on contemporary ideals of culture. 
The study of history, he proclaims, is useless unless it is a fertiliz- 
ing process creating the future: history studied on the principle 
"‘fiat veritas^ pereat vitcd makes man passive, retrospective, a living 

^ His Der alte und derneue Glauhe^ which has been called DieBihel desBif dungs- 
philistersy had appeared in 1872. 
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lexicon, a eunuch. History reduced to knowledge has lost its germs 
like com ground to flour. Thus contemporary culture is not cul- 
ture, but a knowledge of culture; it produces scholars and phiUs- 
tines, but not men who, fighting history or the reality round them, 
malfp history. Thus, in these two books two new ideals are pro- 
claimed: a new cultme and new man. These two books were 
negative; the two next, Schopenhauer als'Er^ieher (1874) and Richard 
Wagner in Bayreuth (1876), are positive. New man can be imbued 
with the new culture in the school of Schopenhauer, and in Wag- 
ner’s operas new man can be seen realized. The four works mea- 
tioned were collected under the title Un^eitgemdsse Betrachtungen 
(1873-76): ^urr^eitgemass' is what Schopenhauer and Wagner teach 
us to be, that is, hostile to circumambient reality, to the time we 
live in; they were men who, instead of bending their backs to the 
golden calf - pseudo-culture, a scarecrow hung with rags - wan- 
dered out into the wilderness and feared not to be alone. Real 
culture is a life-force surging from the heart and transforming the 
whole organism into a perfect unity. 

The great crisis in Nietzsche’s life was his loss of faith in Wag- 
ner, when the latter, as it seemed to Nietzsche, ‘collapsed before 
the rVtrisHan cross’. He smashed his idol in DerFall Wagner (1888). 
His Menschliches, Alk(umenschliches (1878), published as his health 
broke for good, bears evidence of the mental storm and stress 
through which he had passed. It is, like all Nietzsche’s books 
written after this crisis in his life, a collection of aphorisms.^ 
Nietzsche here shows a violent reaction against current literature, 
both in its form and substance. The form was the natural outcome 
of the mode of composition. Nietzsche, doomed to death but with 
the will to live, lived in the open air and jotted down his ideas as 
they came. He never rounded his philosophy into a system: it 
remains in rudimentary form, aphorisms shot into shape, clear by 
force of repetition and hammering in, but not logically fitted in 
section by section. It has the freshness of mountain air and the 
poetry of surprise, as of sudden vistas opening out from a scaled 
height; it has a Biblical familiarity of style studded with Hebrew 
parallelisms and variation. In Um^eitgemdsse Betrachtungen there had 

^ Both style and spirit owe something to La Rochefoucauld; e.g. I>as 
Christentum gab dm Eros Gift trinken : - er sfarb zivar nicht daran, aber enfartete 
zum 1-aster ; or : D«r lAann soil zum Kriege erzpgen mrden und das Weib zjtr Erbolmg 
des Kriegers: alles artdere ist Torheit. 
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been drastic disillusionment; in Menschliches^ All^umenschl’iches even 
the illusions he had kept have gone. There are two kinds of poetry, 
we are told now: one (for mature men) is quiet and harmonious, 
the other (for women and children) is passionate and chaotic. The 
ideal poet is he who bodies forth types of the future: healthy, glad 
and beautiful men.^ This poet’s landscape is bathed in the light 
of a sun which lights up cobwebs in the mystic cave, rends the 
iridescent dreams of the romanticist, and shows up every meta- 
physical system that ever was as a mirage. 

From Menschliches^ All^umenschliches^ from Morgenrote (i 88 1), Die 
frohliche Wissenschaft (1882), and the following works Nietzsche’s 
Weltanschauung has to be pieced together by the reader, who must 
disregard contradictions : seen from a scaled peak boulders flatten 
themselves out in the vast sweep of the slopes. Science, we are 
told, gives insight and calls for nobler natures than poetry and 
music - these are leaves falling in autumn, the swan-song of de- 
parting things. The highest state of the soul is a glad, roguish 
seriousness ; and therefore Socrates was wiser than Christ. Men of 
old were glad; men of today merely shun pain; our descendants 
must be like our forefathers, and for this ‘conscience’ and the idea 
of ‘evil’ must be done away with. The prick of conscience is like 
a dog’s bite in a stone; it is silly; the will is not free, and all is 
necessary. In nature there are no contradictions, only grades of 
difference. There is no basic difference between good and evil. 
Man must cultivate the animal he is; only so can he attain the 
highest development of his whole self. The hatred of our human, 
that is of our animal nature, came from the ascetic ideal of suffer- 
ing, which is the will to annihilation {Wille z(u??i NIchts), because 
suffering was ascribed to guilt, whereas suffering is but the corol- 
lary of joy. 

Humanity has gone backwards since Christianity crossed the 
world’s threshold. The rebellion of slaves against ancient philo- 
sophy was completed by Christianity, which enthroned the emo- 
tions love, fear, hope, and faith. Christianity by the trick of ‘love’ 
became lyric religion, by the trick of ‘hell’ it drew the timid into 
its fold. Its character was oriental and feminine; it identified mis- 
fortune and guilt, whereas antiquity was familiar with the idea of 
free and guiltless misfortune. Christianity brought pity, that can- 

1 ^Das Ziel ist der starke md schone Menschl Richard Wagner: Die Kunst und 
die Revolution (1849). 
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ker that has eaten into man’s marrow. Christianity’s altruistic 
morality - ‘love thy neighbour’ - is the morality of the helpless; 
it has ever been the foe of the strong, the lonely. No instinct is in 
itself moral, the same instinct can develop (e.g.) into cowardice or 
humility - and submission to morality is not moral. It may be 
called forth by slavishness or despair! The morality of the slave 
is not the morality of the strong man. Morality, in its quality of 
obedience to prevailing laws, is genetic nonsense; free man is 
genetically immoral. They were the strong, evil spirits that led 
man upwards. Morality is nothing more than the instinct of the 
herd. There must be a new adjustment of the table of values {eine 
Umwertmg aller Werte). But for that a new man is needed who can 
stand like a giant among pygmies. The driving force in history is 
the will to power {der Wille ^ur Machf^ der Machtwilk\ not, as in 
Schopenhauer’s system, the will to live) in individuals as in nations. 

Also sprach Zarathustra (1883-85) brings into relief the ideal 
figure of the great lonely man who breaks down all old values and 
replaces them by new, shows the steps that lead up to the super- 
man. In Also sprach Zarathustra we are told that men are not equal 
and never will be, and the ideal to strive for is that of the superman 
- the incarnation of the Machtwille^ the man who stands beyond 
good and evil. Also sprach Zarathustra is the most popular of 
Niet2:sche’s books, probably because Zarathustra, the old man of 
the mountains, is a vivid idealization of Nietzsche himself, and at 
the same time a prose-poem with oracular utterances that sing 
themselves into the memory. The chanted texts have the pitiless 
fierceness and the violent images of the Hebrew prophets : 

Das Leben ist ein Born der Dust; aber wo das Gesindel mittrinkt^ da 
sind die Brunnen vergiftet, 

Allem Bjeinlichen bin ich hold; aber ich mag die grinsenden Mauler 
nicht sehn und den Durst der Unreinen. 

Sie warfen ihr Auge hinab in den Brunnen: nun gldn^t mir ihr 
, widriges Ddcheln herauf aus dem Brunnen. 

Das heilige Wasser hahen sie vergiftet mit ihrer Duster nheit; und als 
sie ihre schmutsfgen Trdume Dust nannten^ vergifteten sie auch noch die 
Worte. 

Through all history, runs the main thread of Nietzsche’s argument, 
there has been a bitter contrast between two contrary ideas of 
morality, between the morality of the rulers and the ruled, the 
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morality of masters and the morality of slaves,^ the former charac- 
terized by the definition of values ‘good - bad’ {gut - schlechf), the 
latter by that of ‘good - evil’ {gut - hose), Nietzsche explains the 
origin and definition of values of these two moral principles in 
Jenseitsvon Gut uud Bose (1886), Zur Genealogk der Moral {iSBj), and 
Der Antichrist (1888). The highly-placed, high-minded man looked 
upon himself and his actions as ‘good’, that is, first-rate, in contra- 
diction to the lowly-placed, low-minded man and his actions : by 
means of this ‘pathos of distance’ he created values and the names 
for them. This is the origin of the terms ‘good - bad’. [Nietzsche 
was guided by somewhat slippery etymologies, e.g. the fact that 
( = plain) and schlecht ( = bad) are originally the same word.] 
Slave morality had a different origin. A chiasmus of equivalents 
therefore arises : 


I. Morality of master: Good bad 



2. Slave morality: Good evil 

That is, what in the morality of masters was good w^as evil in 
slave morality. To the slave the mighty lord is ‘evil’, i.e. ‘evil’ to 
the slave is ‘good’ to the lord. The masters are optimists, the slaves 
are pessimists. Slave morality was spiritualized and refined by 
priests, for the caste of priests vrere weaklings, and it was in their 
interest to turn the original statement of values upside down. The 
rebellion began with the Jews, that hate-filled race of priests, and 
the function of Jews in history was continued by Christianity: 
Judaea conquered Rome. The ideal of antiquity came to life again 
at the Renaissance, for the ideal of the Renaissance was 'virtu' - 
that is, plenitude of power exercised with no qualms of con- 
science; but the two great plebeian revolutions, the German and 
the English Reformation first, and then the French Revolution, 
tumbled the ruined temples of antiquity to the ground, and on them 

^ The idea may derive from Gobineau’s Essai sur Pinegalite des races humaines 
(1853-55), in which this French Wagner enthusiast proclaims the superiority 
of the blond Germans over other races; he divides races into "maitres’ and 
^esclaves\ The first flush of Gobineau’s vogue in Germany was due to Wagner, 
and Ludwig Schemann, the most insistent exponent of Gobineau’s racial 
theory, belonged to the Wagner Circle at Bayreuth. From here, and from 
Houston Stewart Chamberlain’s Foundations of the Nineteenth Century^ derives 
that racial doctrine which has meant so much in Germany. 
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the nineteenth century built its appalling barracks for workmen. 

The ruling element in Christianity is altruism. It makes virtues 
of weaknesses and brands the strong, glad man as a criminal. It 
glorifies all those qualities by means of which it can maintain itself 
in the struggle for existence: charity, pity, self-sacrifice. An ascetic 
ideal which is hostile to life ! ‘Bad conscience' is merely the sup- 
pressed striving for freedom of an enslaved race; the instincts they 
exercised when free they must now, as slaves, resist and brand as 
evil. This race of ‘conscience’-stricken slaves devised religious 
conceptions of sin against God; they conceive God as the extreme 
contrast of their suppressed but still stirring instincts ; these in- 
stincts they interpret as sin against God, their sufferings they 
interpret as punishment for the sins with which they identify ‘bad 
conscience’. It was religion’s most eventful tour deforce\ it was the 
will against life, against the body, against the world, against beauty 
and happiness. And therefore away with ‘bad conscience’ and pity 
and ascetic ideas! We must be ‘good Europeans’, who have out- 
grown Christianity. Let us return to the clear-cut distinction of 
good (or strong) and bad (or weak). By the will to truth we shall 
find the way to the other side of good and evil, till the first-born 
of the new time come, the new Zarathustra, the blond beasd - like 
the dawn over the sea. Then, in the new Dionysiac age of gladness, 
with truth realized, the division into lords and slaves will be no 
more, for we shall all have crossed the bridges from ape to man 
and from man to superman. Equality will have been reached, not 
by depressing the strong and proud, but by elevating the weak 
and humble. Not to be happy in Heaven, to be happy on earth is 
the watchword of the new culture. 

Got^endammerung oder wie man mit dem Hammer philosophiert 
(printed 1888, published 1895) dates the decay of German culture 
from the foundation of the new Reich in 1871; of Socialists 
Nietzsche says here that, since the base of their creed is Christian 
feeling, their ideal of free men is illusory. The fevered megalo- 
mania of Ecce homo (written 1888, published 1908) is but a logical 
climax, heightened by disease and the lack of response, of what, 
after all, is Nietzsche’s most vital idea: to leave all and magnify 
self {^sich sich selbst verfuhren*). 

The quintessence of Nietzsche’s thinking is thus seen to be the 
permanent elevation of the type man. But this fiery optimism, 

^ ^die prachtvolie^ nach Beute und Sieg lustern schmifende^ blonde Bestiet 
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with its acceptance of life, not in spite of suffering but because 
of it, is chilled by one philosophical shudder: the doctrine of 
eternal recurrence (die emge IPlederkehr^ die Wiederkehr des Gkichen), 
which Nietzsche substitutes for eternal life after death: the num- 
ber of possibilities is limited, but time is unlimited; everything, 
therefore, must repeat itself, and therefore man must inevitably 
follow superman. Logically applied this doctrine neutralizes the 
doctrine of the superman: what will be, has been; the superman 
must come and go as one of the recurrent possibilities of existence. 
Nietzsche sought to make this conception endurable by teaching 
that we shoulcl live in such a way that we would gladly live again 
in the same way. Thus we will eternity. ^Vergiss nicht^ he cries, 
das s du fur die Bwigkeit handelstT (One might of course argue that 
voluptuaries, criminals, Christians, and happy fools may wish for 
a recurrence of their state.) 

It has often been said of Nietzsche that he was more poet than 
thinker, and by his own confession (^Man schreiht nur im Angesicht 
der Poesie gute Prosd^') he cadenced his prose to the rhythms of 
verse. Certain it is that the ^DionysuS'-Dithjramhen^ of Zarathustra 
have, as much or more than Walt Whitman’s rolling line, gone to 
the making of the free rhythms of Arno Holz, Casar Flaischlen, 
Alfred Mombert, and others. His verse in traditional form (Ge- 
dichte und Spruche^ 1898) has been overmuch praised, but that of it 
which is unrhymed has the suggestiveness and haunting melody 
of impressionist poetry at its best; e.g.: 

VENEDIG 
An der Prucke stand 
jmgst ich in hrauner Nacht, 

Fernher kam Gesang: 

Goldener Tropfen quolPs 
uber die ^itternde Fldche weg, 

Gondeln^ Lichter, Musi A - 

trunken schwamnfs in die Ddmmermig hinaus . . . 

Meine Seele^ ein Saitenspiel^ 
sang sich^ unsichthar heruhrt^ 
heimlich ein Gondellied da^Uy 
^itfernd vor hunter Seligkeit, 

- Hd’rte jemand ihr ^u? - 

^ Die frdhlicbe Wissenscbaft, 
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It is a rhymed poem, however, Das trmkne Died from Also sprach 
Zarathustra, which is most quoted; and here the rhymes are neces- 
sary, for they echo the twelve strokes of midnight : 

Oh Mensch! Gib acht! 

Was spricht die tiefe Mitiernacht? 

'Ich schliej^ ich schlief 

Am tiefe m Traum bin ich envacht: - 

Die Welt ist tief 

Vnd tiefer als der Tag gedacht. 

Tie/ ist ihr Weh 

Lust- tiefer noch als Her^eleid: 

Weh spricht: Vergeh! 

Doch alle Dust will EwigAeit -, 

- will tiefe ^ tiefe EwigheitT 

Out of its context the poem is cryptic. Midnight is symbolical; it 
stands for every moment which is between the past and the future 
- which is true of every moment. The ‘deep dream’ is the dark 
mysticism of religion. ^Weh' is the pessimistic conception of life 
which seeks Nirwana; but joy knows that it is ever mate to suffer- 
ing, and accepts suffering for the sake of eternity, wills the eternal 
recurrence. 

Not the originality of Nietzsche’s ideas but the lyric power with 
which he makes them his own and the fact that they constitute a 
doctrine directly opposite to the doctrines of Christianity and 
democracy explain their immense influence on literature after 1 890. 
Indeed the literal originality of these ideas, which have passed as 
more or less commonplace into the common heritage of mankind, 
may well be questioned. Ober mensch as a word has been traced back 
to 1527, was a favourite with Herder, and is used sarcastically by 
Goethe in line 490 of Eaust and in the dedication to his poems ; 
and its doctrinal significance was taught in ancient Greece by the 
sophists. Die ewige Wiederkehr is the palingenesis of the Pythagor- 
eans, Heraclitus, and the Stoics, and is originally a religious tenet 
of the Babylonians. Nietzsche’s ethical teaching itself finds a paral- 
lel in that of a contemporary philosopher whose writings have 
good literary qualities - eugen duhring^ (1833-1921), who bids 
man cast off the Jew-Christian conception of life as slavery and to 

^ Der Wert des Debens ( 1865 ); Sache, Deben und Feinde ( 1882 ); Wirklichkeits- 
philosophie ( 1895 ); Waffen^ Kapital md Arbeit ( 1906 ); Sofriale Kettunp 
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be heroic and a law unto himself. Nietzsche’s ‘'good European’ is 
Diihring’s 'modern European’. 

One might sum up the effects of Nietzscheanism on literature 
somewhat as follows : 

1 . The cult of the superman appears principally in the glorifica- 
tion of Renaissance characters ; that is, mostly in historical plays ; 
and here there is continuity from Jakob Burckhardt and Gobineau 
to Conrad Ferdinand Meyer and Nietzsche and from these three 
Germans to impressionism. But the qualities of the Renaissance- 
mensch (^Mensch der Tat\ ‘Tafen/nensci^) may be transferred to modern 
characters, with the main aspects of licentious egotism and ruth- 
lessness, particularly in erotic experience; thus Heinrich Mann’s 
banker Tiirkheimer (I/n Schlaraffenland), a Genie der Taf who gathers 
artists and poets round him in materialistic Berlin, and Dehmel’s 
superman, who immunizes himself from pessimism by the heroic 
gratification of his impulses, are Nietzschean derivatives. In this 
conception of the Kenaissancemensch as jenseits von Gut tmd Bose 
and wilfully 'wicked’^ the impressionists radically misunderstood 
Nietzsche’s idea of in die Tiefe sfeigen. What matters to the literary 
critic, however, is that this false conception served as inspiration. 
Another source of impressionist immoralism was Stendhal, in 
whom Nietzsche had delighted; Heinrich Mann, for instance, 
lauds Stendhal as 'the prophet of energy’. 

2 . Decadent individualism leans on Nietzsche to justify its wor- 
ship of the morbid ego. The text for this heroization of self-con- 
tempt may be found variously in Nietzsche: e.g. ^Was ist das 
Gross fe, das ihr erleben konnt? Das ist die Stunde der grossen Verachfung, 
Die Stunde in der euch auch euer Gluck VQ4m Ekel mrd und ehenso eure 
Vernunft und eure Tugend . . . Was liegt an meiner Tugend? Noch hat sie 
mich nicht rasen gemachtl {Also sprach Zarathustral) This, of course, 
is a poor excuse for das rasende Eeben of impressionists and expres- 
sionists; but it does provide a holy text. Stefan George’s Algabal 
or any satanistic hero of Heinrich Mann is intelligible as a syn- 
thesis of Nietzsche and Baudelaire. The Neronism or Narcissism 
of Stefan George - worship of self as individual - is also such a 
synthesis. This Narcissism derives also from the works of Maurice 

^ Actually Nietzsche denied the moral values of his day as contrary to 
nature; his aim was to emancipate them by making ‘nature’ and ‘morality’ 
equivalent; the result would logically be ‘natural immorality’ or what he 
himself termed ‘moral naturalism’. 
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Barres (three of his novels have the collective title of Le culte du 
moi)^ who was himself influenced by Nietzsche. Barres is definitely 
decadent in his doctrine that the full life is achieved by the stimu- 
lation of the senses^ : love of self, he teaches, leads to the perfec- 
tion of all our faculties of sensation, by which we comprehend and 
possess the universe; man is the sum of his sensations, and the 
more intense these are the more complete is the man.^ 

3. The theory of 'Kauschkunst^ which is the base of expres- 
sionism. 

The Renaissance dramas begin already in the naturalistic period, 
with Carl Bleibtreu’s Der Damon (1887), of which Caesar Borgia is 
the hero. Schnitzler’s Der Schleier der Beatrice transfigures the hectic 
loving of the cinquecento\ Rudolf Herzog’s Die Condottieri (1905) 
was the greatest stage success among such plays. The Tatenmensch 
does his damnedest in a cycle of dramas, including a Cdsar Borgia, 
by WILHELM WEiGAND (i 8 62- 1 949), who groups them under the 
title of Renaissance (1897-1909). Weigand is influenced by Gobi- 
neau’s dialogues La Renaissance (1877) and by Stendhal. In his 
Savonarola he contrasts - as does Thomas Mann in Tioren^a - 
Christian and Renaissance ideals. [Lenau’s long poem Savonarola 
(1837) remains the classical depiction, in spite of its Christian 
morality.] Lorem^ino is too much of a copy of de Musset’s Loren- 
v(accio. Weigand is too saturated with French culture to be a true 
impressionist; he strives for perfection of form, as in his verse 
{Gedichte^ Auswahl, 1904) and for clarity, as in his Essays (1891) 
and DasElend derKritik (1895). His Friedrich Nietzsche (1893) was 
one of the first appreciations of the master. His best-known novel, 
Die Frankentaler (1889), reproduces with gentle irony the life of a 
small town in his native Franconia; in the humour of his short 

^ ^Je veux accueillir tons les frissons de rmivers^ [Un homme lihre (1889), which 
Hermann Bahr hailed as ^das grosste Buch des ]abrhmderts*\ 

2 Nietzsche’s idea of the superman may of course be interpreted, as may 
Conrad Ferdinand Meyer’s cult of the Kenaissancemenscb, as the worship of 
contraries. Arthur Moeller-Bruck {J)ie moderne LiUrafur, p. 46), though he 
appreciates Nietzsche, ranks him as a decadent: ^'Nietv(sches gan:(er Individualism 
mus ist schliesslich nur die Kebrseite seiner persbnlichen Hilflosigheit dem Leben gegen^ 
iiber , , . . Das Gefiibl des AlleinmSeins, der Fereinsamungsteigerte sich mehrund mehr 

dem Bewusstsein, ein Ausgestossener r^usein . . . Immer war Nieit^sabe der Kranke, 
dem die eigene Schwacbe die Befriedigung seiner Geluste verhot; wie keine andere 
Bersbnlichkeit unserer Zeit Ulus trier i er uns den Begriff: Dekadentt This is pretty 
much Thomas Mann’s picture of the artist. Dehmel, on the other hand, who 
had the physical strength to do what C. F. Meyer and Nietzsche could not do 
- and who escaped syphilis - was not a decadent. 
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stories, Michael Schonherrs l^iebesfruhling (1904) and Der Messias- 
^uchter (1906), there is entertaining literary satire and something 
of Gottfried Keller’s spirit. 

One striking feature of the naturalists’ campaign for a regener- 
ated literature was that they gave full acknowledgment to two 
poets of the older generation, both former officers ~ martin greif 
(1839-1911) and HEINRICH VON REDER (1824-1909). Both contri- 
buted to Die Gesellschaft, In Heinrich von Reder’s poems {Feder- 
^eichnmgen^ 1885 ; Ljrisches Skl:iiiefibuch^ 1893), particularly in the 
vignettes of hunting experiences, there is a realistic element, but 
what seemed to bring them close to the new ideals for verse was 
the hinted secondary meaning, the symbol of human sorrow in 
the aspect of nature presented, or in the fate of bird or beast; and 
it is just this flash of vision together with a gem-like perfection of 
form which still delights in the verse {Gedichte^ 1868; final edition 
1895 ; Meue Dieder und MdreUy 1902) of Martin Greif, as in his Der 
Geworbene^ a wistful epitome of what it means to be a soldier: 

Sie gruhen einen Soldaten ein^ 
sie tronmelten^ prdsentierten^ 
sie schossen ihm ins Grab hinein^ 
die Degen salutierten : 

'Leb wohl^ Kamrad^ kb wohlT 

Und wie ih??2 nach die Trommel schlug, 
dem Kriegsmann in der Erden^ 
da schwur der Knab^ deFs Kreu^ ihm trug^ 
auch ein Soldat werden : 

^Wohlan^ O Knab, wohlanF 

What touches the heart here is the contrast - not expressed but 
hovering in the ait so to speak - of the chorister solemnly bearing 
his Cross, the ceremonial of church and army, the nation’s need of 
the boy’s desire and the pathos of it. And all this human feeling 
expressed with no pretence of poignancy - rather with an old 
soldier’s weathered hardness - informs the lyrics of a book which 
shocked and delighted (much as Kipling’s Barrack-'Koom Ballads 
did in their day in England) the few who read it (23 copies were 
sold in two years!) - the Adjutantenritte (1883) of Freiherr detlev 
VON LiLiENCRON (1844-1909). Bom (as a Danish subject) at Kiel, 
he belonged to an ancient stock of barons, whose rich estates had 
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passed from them because the poet's grandfather had married a 
peasant girl. Detlev served as a Prussian officer, and was wounded 
in both the Austrian and the French wars ; was discharged ""Wunden 
md Schulden halher'; taught music and painted walls in America; 
returned and was employed by the government in administrative 
work by his native dikes (Hardesvogt on the lonely North Sea 
island of Pellworm, Kirchspielvogt at Kellinghusen) ; lived very 
penuriously on his literary earnings at Munich and then at or near 
Altona. The small pension the Kaiser was persuaded to give him 
as the century turned helped him no more than what he earned by 
reciting his poetry ~ and this particularly went against the grain: 
"Don't come to my recitation,' he implores a friend, "it nearly 
makes me sick . . . And then people stare at me! Ghastly!' This 
pride of race and training allied with genuine bonhomie and readi- 
ness to rub shoulders with the roughest people and his openly 
expressed disgust with literature as a profession give him a place 
apart from the class-proud poets he frequented. He was a Bohem- 
ian, but still an aristocrat. There is naturalism enough in his work, 
but it is rather the outrightness of a blunt soldier or the free-and- 
easy raciness of a hunting gentleman, not a programmatic choice. 
Adjutantenritte revealed him as one of the new characters which 
Moderns Dichtercharaktere were calling for to create the new verse; 
and the new leader was found far from all cenacles^ absolutely un- 
conscious of iconoclast theory, creating the new style out of the 
freshness of his originality. The date of Adjutantenritte is actually 
a year before that of Moderns Dichtercharaktere \ and the strange 
thing is that these poems by virtue of their double sense of sym- 
bolism - Liliencron is fond of a quizzical glance at death or of a 
lighthearted but penetrating reference to man’s mutability in the 
permanence of nature ~ point forward beyond the short fashion of 
naturalism to the succeeding school of impressionism. There are 
also in his work generally the elements of lieimatkunst. Holsatia non 
cantat was an old saying; but Detlev von Liliencron is yet another 
in the list (Hebbel, Klaus Groth, Theodor Storm) of poets of the 
first rank bom and reared in Schleswig-Holstein; and he closely 
follows Theodor Storm (as Timm Kroger and Gustav Frenssen 
follow him) as a delineator of his native province; the virile mar- 
tial note which the title of his first volume announces is doubled 
and relieved by the most vivid descriptions of Marsch and Geest, 
of the leagues of rolling heather by oozy mud-flats {Watten) bared 
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by the ebb ot the tide on the coast of Holstein. His love of soldier- 
ing comes out in poem after poem; typical are Kleine Ballade or Die 
Muslk which quaintly pictures the passage through a village 

street of a regiment of soldiers with the band going on before and 
all the girls gazing at the haughty captain and the rosy-faced lieu- 
tenants. There is a deeper note in certain lyrics which show’ the 
sadder side of soldiering (Tod in Abren and above all Wern^eiss wo?). 
Improvisator and academically unschooled as he is, he is a master 
of rhymecraft and of certain stanza forms, certainly of the Sr\iliane; 
nothing indeed w’ould represent him better here (for crass realism, 
humour and irony, hinted meaning, and perfect construction) 
than such a Si^iliane^ w’hich has, moreover, the fascination of a 
Dutch genre-painting : 

DIE INSEL DER GLUCKLICHEN 

Das HangeJdnjpchen qualmt im warmen Stalky 
In dem hehaglich sich ^wei Kuhe fuhlen. 

Der Hahn^ die Hennen, urn den Spross die Kralle^ 

Trdumen vom wmderharen Dungerwub/en. 

Der Junge pfeift auf einer Hosenschnalle 
Dem Bruderchen ein Lied mit Zartgefuhlen, 

Und Kjiaben^ Kube, Hubner lassen aJle 
Getrost den Strom der W^elt voruberspiilen. 

In the volumes of verse that followed^ there is no development 
except that the form grows both more supple and mannered. 

In the historical panorama of German verse Liliencron stands 
out as one of the most significant poets. Intellectually his range is 
low; that is, he was no thinker. But he makes history by his style. 
This marks an advance or a new direction in two main aspects. 
Firstly, he flouts poetic diction. He accomplishes the reform - an 
abandonment of traditional artificiality in favour of a language 
new-coined to pass current in a new, less idealistic life - for which 
Conradi and his merry men had been clamouring; but whereas 
they had despite their theories carried on with the old style of 
language Liliencron renews the language of verse without pre- 
meditation by the mere trick of abolishing such devices as the 
Dichter-e {spielet lot spielt\ and above all by admitting as poetically 

^ Gedichte (1889); Der Haideganger und andere Gedichte (1890); Neue Gedichie 
(1891). These collections are reprinted in Kampf und Spiek (1897), Kdmpfe und 
Ziele (1897), Nehel und Sonne (1900), Bunfe Beute (1903). 
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effective words from everyday life (such as Bureau, Zigaretten, Bin- 
glas) previously regarded as too tawdry for the purpose. The second 
main element of his style is what is now interpreted as impression- 
ism; Liliencron gives, not (like the naturalists) a drab section of a 
continuous state, but momentary, very vivid impressions of some- 
thing unusual, or a series of such impressions with everything 
unnecessary eliminated. The difference is that between a photo- 
graph and a film; the naturalists freeze life, Liliencron shows it in 
flashes of movement. This verbal magic is enhanced by other 
qualities, above all by his delightful rough humour, which may 
come out in a juggling with words (Tigert er auf dich heraus, | TaP:( 
ihn! me die Katq^ die Maus), or in a startling pretence of coarseness 
{Das war der Konig Kagnar, | Der lehtejromm und frei. | Er truggepichte 
Hosen, \ Wie seine Eeichtmatrosen, | Die rochen nicht nach Rosen, | Das 
war ihm einerlei)', he is a master, too, of sound-painting {die Quelle 
klungklingklangt) and of metaphor {Ein Wasser schwat^t sich selig 
durchs Gelande; Es schleicht die Sommernacht auf Kat^enpfoten), His 
ballads,^ mostly in the old pattern of rough quatrains, are best 
where they deal with historical episodes of his native province; 
savage frays and stark revenge is their theme. They may not pull 
at the heart-strings, as the best ballads do, but they have that fierce 
delight in lighting for its own sake which is the oldest element of 
German poetry. Liliencron’s waywardness unshapes but lends a 
charm to his higgledy-piggledy epic {'kunterbuntes Epos') Poggfred 
(1896-1908), in the style and stanza of Byron’s Don Juan slowed 
down in the more serious parts by fen^a rima. The title is Low 
German for ‘frog’s peace’, a pious fiction for the poet’s country 
mansion (more likely his abode at the time of composition was in 
plain lodgings at Altona) ; the poem is a panorama of the memories 
and fancies of the poet’s life shaped as humorous episodes or 
allegorical visions. 

Of Liliencron’s prose there is little to say, but more than of his 
dramas, which are unreadable. His novels^ are written anyhow, 
and apart from his Kriegsnovellen (1894), which often have the literal 
truth of experience, even his short stories are negligible; the mass 
of them {Aus Marsch und Geest, Konige und Bauern, Roggen und Wei^en ; 
all 1900) have too much of the swagger of his famous ^otmBruder 

^ Collected in Balladenchronik (1906). 

^Breide Hummelshuitel (1886); Der Macen (1890); Mit dem linken 'Ellbogen 
(1899); und Luge (1908; with biographical interest). 
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l^kderlich\ the bold bad baron comes and conquers some delightful 
female or other (peasant wench or princess is all the same) - and 
departs. 

Liliencron and his immediate followers, such as Gustav Faike 
and Otto Julius Bierbaum, were entirely German in tradition; that 
is, in essentials their verse continues native styles - in particular 
the Volkslied^ Heine, Theodor Storm, Conrad Ferdinand Meyer. 
Even their Tree rhythms’ - e.g. Liliencron’s famous rendering of 
the last stages of maudlin intoxication, Betrimken - are in the tra- 
dition of Heine’s North Sea poems, and owe nothing to French 
vers Ubres. gustav falke (1853-1916) was a music teacher, and the 
influence of popular songs and of strict musical rhythm count for 
much in his regular technique. He was born in Liibeck and settled 
in Hamburg, and was thus geographically close to the Schleswig- 
Holstein group of poets, but the local colouring in his verse^ is 
scant; what does distinguish his poetry - after the elegiac playing 
with conceptions of death in his first volume and futile attempts 
to strike the bold erotic note in the fashion of his entourage - is 
gentle praise of the domestic idyll, as in Aus dem Takt. In this 
poem, as in others, poignant expression is given to Falke’s physical 
inability - as a hopelessly decent man so to speak - to launch out 
into the lyric libertinage of Liliencron and Bierbaum and the sexual 
revolt of Dehmel; and there is always an undertone of disappoint- 
ment in his acceptance of old-fashioned feeling and his idealization 
of hearth and home. 'K.esignationspoesie I like that of Theodor Storm; 
but resignation brings peace, and after the defiant Nietzschean 
assertion of the rights of personality in the verse of his neighbours 
to read Falke satisfies some atavistic feeling and cleanses the mind. 
This spinner of quiet dreams finds the very stuff of poetr)’ in 
evening slippers and flickering firelight (J)er Dichter), 

It was the reading of Liliencron’s work which stimulated Falke 
to try his hand in verse. Liliencron encouraged him and, so to 
speak, launched him, and they remained close friends. Liliencron’s 
friendship with another poet, richard dehmel (1863-1920), was 
as close as that of Goethe with Schiller; and in later life, when 
Dehmel had left Berlin to settle in Blankenese, they were neigh- 
bours and allies in their war on literary and moral philistinism. 

^ Mynheer der Tod ( 1891 ); Tatri und Andacht ( 1893 ); Zwischen ^wei Nachfen 
( 1894 ); Neue Fahrt ( 1897 ); Mit dem JLeben ( 1899 ); Hohe Sommertage ( 1902 ); 

T^rnhfi IPrnrht ( TnnT^ 
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In Liliencron and Dehmel the familiar contrast of Goethe and 
Schiller as naive and sentimental is seen again. Liliencron’s verse 
was spontaneous, Dehmel’s was wedded to thought, sometimes 
tortured; his poems, he himself says, ""volkQehen sich aus Gefuhlen^ | 
Die den gam^en Menschen aujwuhlen.^'^ In another image Dehmel com- 
pared himself to an eagle rising heavily, but, once risen, floating 
freely; and the image adequately indicates the majestic sweep of 
his verse at its best. Liliencron's verse is sensuous, that is, it gives 
impressions of reality through the senses; Dehmel’s verse is ideal- 
istic, that is, concerned with ideals or ideas - his poetry registers 
the processes of his thought probing his conception of the uni- 
verse. It is nevertheless a question whether Dehmel’s verse taken 
as a whole should be classed as Gedankenpoesie; his best lyrics - 
and when time has done its sifting one suspects that nothing will 
remain of him but a slender volume of lyrics which will be reck- 
oned with the very best in the German language - are poems of 
experience (Erlebnisgedichte)^ whose rhythm and imagery are borne 
along on waves of intense emotion. His definition of rhythm (in 
hicentia Poetica^ one of the disquisitions of Betrachtungen) as an 
undulation of vital energy, every stress being the crest of a wave 
of emotion and the rhythm pulsing with the tide of it, admirably 
fits his own lyric passion; on analysis it would be found that the 
rush of feeling - practically always sexual excitation - comes first, 
and that in the shaping of the feeling the idea is called in. The 
result is that the verse, though philosophical (and it is the startling 
nature of the philosophy throbbed into the passion of the lines 
which gives Dehmel his special place in the history of poetry), is 
not in the strict sense reflective or cerebral. 

Like Falke, Dehmel was a Hamburg man by adoption, but his 
landscapes too are not those of Hamburg. Dehmel’s landscape is 
that of the Spreewald where he was born: reed-rimmed or willow- 
fringed lakes or rivers, dark pine forests roaring in the wind, 
sandy heaths blue with heather, yellowing fields of lupin. He chose 
Blankenese because, on the pine-hung uplands by the Elbe, he 
thought the scenery came near to that of his homeland; but where 
his verse landscapes are most vivid (e.g. Died an meinen Sohn) there 
is no doubt that they are the scenery his boyhood knew. He was 
born at Hetmsdorf, in the heart of forests of which his father was 
ranger (Revierforsfer), When he was six years old his father moved 
^ Denk^eUel {DrlosumenS, 
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to Kremmen near by, and was ranger of the town forest there. It 
would be wrong to say that DehmePs upbringing in these forests 
of the March of Brandenburg gives the individual note to his 
poetry; he is definitely an urban poet. But the Spreewald scenery 
serves again and again as background, or as contrast, or for ima- 
gery; it has even been seriously suggested that the belling of 
rutting stags rings out in the sexual fury of his most characteristic 
verse. Whether there is any justification in the familiar interpre- 
tation of his poetic manner as Prussian Schrecklichkeit controlling 
Slav hysteria is dubious ; the cast of his features was admittedly 
Slav (in Zwei Menschen Lea speaks to Lux - that is Dehmel - of 
his ‘Russian face’), and his birthplace lies in what was a Slav 
enclave; but (in Kultur und Rasse^ one of the essays of Betrachfungen) 
he claims to be a ^waschechter Deutscher\ though he admits that his 
stock was Silesian on the paternal side and that there is a Slav ring 
in the name Tschorsch which some of his ancestors bore. The 
hysteria is biographically authenticated : as a boy home from school 
he fell from a horizontal bar while practising gymnastics and had 
concussion of the brain, and as a result suffered from epileptic fits 
- because of which he was rejected for the army - till well on in 
life; in his essay Naivitdt und Genie (in Betrachfungen) he says that 
in time he overcame this tendency by self-observation and will 
power - except that he could always call up such Klopfgeister at 
will (he means that the demonic hallucinations he describes so 
vividly - particularly in the autobiographical sketches of Lebens- 
b latter - were the gifts of this controlled morbid state). 

His work also bears the mark of his rebellious nature as a boy. 
He was sent to Berlin and lodged with an uncle while he attended 
the Sophien-Gymnasium. One day he was called before his head- 
master to answer for his activity as chairman of a scientific club 
(Darwin was then in the forefront of intellectual interest); and 
when he was asked if he wished to decorate a monkey-cage he 
refused to darken the school doors again. All his school years 
were marked by a violent conflict with his father, who was horri- 
fied at his wild ways; here we have in real life that Sohn-Vatev'^ 
Kampf which was to provide so much matter for literature, and is 
reflected in DehmePs own l^ied an meinen Sohn. Finally Dehmel 
passed his leaving examination at the Gymnasium at Danzig and 
entered the University of Berlin (1882), where he studied science, 
ohilosoohv. and historv. As a Couleurstudent he was a fierce fencer. 
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and the grim eflect of his features in later life was partly due to 
duelling scars. Funds more than once gave out, as his father was 
apt to stop supplies ; for one whole month of summer he slept on 
benches in the Tiergarten, till he was befriended by a Kellnerin, 
who took him home and kept him with her for a month. When he 
had no money for lodgings he often shared rooms with a Jewish 
medical student, Franz Oppenheimer, whose sister Paula awakened 
his poetic genius (was 'die erldsende Krafi\ to quote his own words). 
He was engaged to her for three years. Her family objected to the 
match ~ for one thing he was a Christian, and for another he was 
without employment, though he had begun to earn money by 
journalistic efforts; they yielded, however, when he took his doc- 
tor’s degree (his thesis was 'Em Prufmg der Griinde fur den aus- 
schliesslich bffentlichen Betrieh der Feuemrsicherung^) and became an 
official with an insurance company; but he did not actually marry 
till 1889, after his appointment, with a salary of 2 5 o marks a month, as 
secretary to the Verband Deutscher Privat-Feuerversicherungen. 
From 1880 to 1890 he was loosely associated with the Socialist 
movement in Berlin. He was never a member of the party; indeed 
after he read Also sprach Zarathustra in 1890 he was a Nietzschean, 
though with reserves. Nevertheless from his sympathies with the 
workers came poems which by common consent are among the best 
Socialist poems^ in German literature: Bergpsalm^ Zu eng^ Vierter 
Klasse^ Ein Mdrtjrer^ Die Magd, Erntelied, Der Arbeitsmann, 
Dehmel’s first volume of verse, Erlbsungen (1891), is feeble or 
tentative: the form of the poems is traditional, the sentiment may 
be maudlin and the modernity impudent rather than forceful. 
Perhaps the most interesting of the poems, in the light of Dehmel’s 
lyric development, is Stromuber: here for the first time the pro- 
jection of violent emotion into a visioned landscape succeeds in a 
new way which Dehmel in his next two volumes was to make his 
own. A man and a woman are crossing a river in the dark; there 
is a vague feeling of spring in the air, and the others in the boat 
are laughing. The second stanza trails heavily, with its dark vowels 
and hard consonants, to the fourth line; but this makes a rush into 
the first line of the third stanza, which then rises almost hysterically 
to the dramatic revelation of the last three words : 

^ In the Gesammelte Werke transferred from Frlosmgm to Aher die Liebe. 
Dehmel spoilt the chronological position of his poems by such re-shuffling; 
in this essay the original editions are dealt with, so far nocciKi/* 
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Der weite Strom lag stumm md fahl^ 
am Ufer floss ein schwankend Lisht, 
die Weiden standen starr und kahL 
Ich aher sah dir ins Gesicht 

und Juhlfe deinen Atem flehn 
und deine Augen nach mir schrein 
und - eine Andre vor mir stehn 
und heiss aufschluchr^en : Ich bin dein / 

The fourth stanza returns to the landscape (as the boat touches 
shore the black, trembling image of the rigid willows fades in the 
grey water), so that what we get is a moment’s tense drama set 
in a mysterious and haunting glimpse of a dark landscape. The 
inspiration of the poem was what is on the face of it a sordid 
domestic event : while Frau Paula was away at the seaside Dehmel 
had an affair with the domestic help, Kate B. Two years later the 
girl died by her own hand, and a ring Dehmel had given her was 
returned to him by her direction; and this message from the grave 
inspired him with the poem Drei 'Range in Weih und Welt. It holds 
good of all Dehmel’s best poems that one must know what woman 
they are concerned with and the exact moment of the relationship ; 
then one realizes how real the feeling is. It may be disturbing to 
some that where Dehmel creates something startlingly beautiful it 
is when he is seized by this lust of possession. His ^'Rdubersinn^ is 
thrust forward throughout the mass of his lyric verse, and there is 
a letter from him (No. 3 2) in which he describes the wild hunger 
which grips him when a human being comes near him, ‘der Eignes 
in sich hat. Als oh ein Raubtier die Mustern bldht^ fdngt dann etwas in 
mir an fiebern: da ist Nahrungfur dich, mein Blut.' His attitude is 
here, as elsewhere, that he is the saviour (Erloser) of the girls he 
deflowers ; and the general sense of the tide Erlosungen is, of course, 
erotic. This is Dehmel - for better or worse. ^ 

The title of the next collection of verse, Aber die Liebe (i 893), is 
assumed to question that of the first: marriage may be salvation, 
but what of love?2 The Leitwort points to the themes: ‘In alien 
Tiefen | musst du dich prufen^ | v(u Deinen Zielen | dich klar^ufuhlen. 1 

^ For the facts of Dehmel’s life Julius Bab’s Dehmel has to be collated with 
the Brtefe (1923) as edited by Frau Ida Dehmel; the latter are the main source 
of safe information. 

2 Mrs Dehmel savs the title shows the influence of Strindberg. 
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Aber die Liebe | ist das TrubeJ* What is best in the book reflects 
DehmeFs passionate wooing of Hedwig Lachmann. 'Wie aus dem 
SchilJ die Wasserfee\ he hails her, '‘tauchest du winkend aus der Schar | 
der andern urn uns mir her | mit deinem langen schwarv^en Haar | und 
deinem fernen Augenpaar? She was another Jewess. In Betrachtungen 
(KuUur und Rasse) he says of himself: ^Irh stamme aus durchweg hlau- 
dugigen und ubermegend blonden Ramilien und liebe die dunkeln judischen 
Frauen. Ich finde bei keiner andern Art Weib so viel hellen Geist mit 
seelischer Glut verbunden' hedwig lachm an (1870-1918) was a poet- 
ess of distinction; her original verse {ImBilde^ 1902) does not rise 
beyond formal perfection, but this very quality makes her trans- 
lations of Rossetti, Swinburne, Poe, and Verlaine notable. Her 
poems Begegnung and Spa:(iergang reflect her feelings for Dehmel: 
he and she are like two birches at the rim of the forest; gossamer 
threads bind one to the other. She remained good, and in 1900 
married Gustav Landauer, who wrote Socialist books, and was 
murdered in the street in Munich in 1919 at the time of the Com- 
munist troubles. Hedwig Lachmann’s resistance stirred the poet 
to his very depths. It was the period when, according to his diary, 
he stood on a bridge and was near committing suicide. He was 
tortured by dreams and hallucinations ; organ notes surged within 
him, and oracular words ; or on the roof of his room he would see 
Christ’s face with the crown of thorns burning with electricity. 
He could only rid himself of his hallucinations by projecting them 
into verse, and to this morbid state we owe the loveliest poems of 
Aber die Liebe. How individual his technique became under the 
stress may be seen from one of these Hedwig lyrics, Ohnmacht: 

Doch als du dann gegangen^ 
da hat sich mein Verlangen 
gan^ aufgetan nach dir. 

Als sollt ich dich verlieren^ 
schuttelte ich mit irren 
Fingern deine verschlossene Tur. 

Und durch die Nacht der Scheiben^ 
ob du nicht wurdest bleiben^ 
bettelten meine Augen; und 
du gingst hinauf die Stujen 
und hast mich nicht gerufen^ 
mich nicht vturuck an deinen Mund. 
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Vernahm nur noch mit stieren 
Sinnen dein Schlusselklirren 
im schwar^en Flur^ und dann 
stur:(ten auf f7mh die Schatten^ 
die mir im Park schon nahten^ 
ah wir den Mond versinken sahu 

Notice the consummate cunning of the imperfect rhymes and the 
harsh transitions from iambic to trochaic measure; they produce 
the effect of a mind driven frantic. And from now on evocations 
of such strange states of mind come to Dehmeh it would seem, 
effortlessly. 

Such poems of passion are, as we have indicated, wedded to 
his sexual doctrine; but the source and origin of them is in his 
violent over-sexed nature. The sexual doctrine was, as we have 
shown, part of the decadent Nietzscheanism of the demonic Pole 
Przybyszewski, whose Tofenmesse^ dedicated to Dehmel, begins: 

Anfang war das Geschlecht\ and continues : ^So schuf sich das 
Geschlecht endlich das Gehirn,^ The biological aspects of sex Dehmel 
discussed with his University friend Carl Ludwig Schleich,^ who 
was one of a circle (Bierbaum, Hartleben, Przybyszewski) who 
entertained Strindberg^ at the Schwar^es Ferkel in the Dorotheen- 
strasse in Berlin; and Strindberg’s pathological strangeness im- 
pressed Dehmel, though their attitude to women was radically 
different. Both regarded woman as the eternal peril, but Dehmel’s 
teaching is that man must seek this peril and steel himself by it. 
Simply stated: man is only man by woman. But man is for the 
world as well as woman; he must grow heroic by woman, but for 
the world. Philosophically what matters is not so much Weib as 
Welf^ and the root of Dehmel’s conception of Welt or the cosmos 
is of course this defiantly proclaimed sexuality, which, however, 
he transfigures in the white heat of his ecstasy into a kind of 
religious mysticism (^Wollust i^ur Welf), This sanctification of the 
sexual instinct as cosmic urge - Dehmel calls himself in an almost 
blasphemous image triebselig - might be interpreted as the logical 
outcome of Darwin’s doctrines electrified by the Dionysiac call to 
joy of Nietzsche. According to Dehmel, man is ripest when he is 

^ He wrote Von der Seek: Essays (1918) and Besonnfe Vergangenheit : L,ebens~ 
erinner ungen iSsg-igig (1922). 

^ There is a highly impressionistic portrait of Strindberg (with his *sdeue 
i-n T tphp\ 
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nearest to nature, i.e. in the act of love^ ; love is a divine duty. 
Love is the elimination of the antagonism of ‘F and ‘all’; it is both 
consciousness of self and forgetfulness of self, "die 'Kundung des eignen 
Ich h?2 All ^um All\ For Dehmel love is (to quote Gundolf) "keine 
Askese^ sondern eigenberrliche Glut^ die sich ergiessen md ktihlen will^ md 
^ugleich weihen was sie heriihrf. Brunst must be transformed to In- 
hrmst^ and the dross i^das TrUhe") that must be purified in the pro- 
cess is the sexual act. It would be too raw a statement to say that 
this act must be transformed to a holy rite; to Dehmel the conflict 
between the spiritual nature of love and the animal act remains. 
Perhaps his efforts to wed the act to a conscious spiritual volition 
are too subtle, and it may be questionable whether he has proved 
anything more than the biological volition {Weltwille, ‘cosmic 
urge’) which such naturalists as Bolsche, in the wake of Darwin, 
had made it their business to demonstrate. 

In the original edition of Aber die JLiebe there was a series of 
poems entitled Verwandlmgen der Venus, These raised a storm of 
indignation ; Venus sapiens was erroneously read as a discussion of 
homosexual love in the persons of David and Jonathan; Dehmel’s 
friends, however, say it symbolizes the triumph of spirit in the 
marital conflict. There was more justification in the horror aroused 
by Venus perversa - the poet watches a nun committing onanism: 
the unio mystica. Dehmel’s plan - ruthlessly and brilliantly realized, 
in spite of some of the most loathsome pictures in literature ~ was 
to present the world with a kind of picture-gallery of all the mani- 
festations of love, leading up to its spiritualization in Venus heroica. 
It may be consoling to squeamish people to read that when Deh- 
mel was prosecuted for the indecency of these poems he was 
acquitted on the grounds that they were unintelligible! When, 
however, the Verwandlungen der Venus were published separately 
and expanded as VoL IV of the Collected Works, they were de- 
nounced to the authorities by the poet Borries von Miinchhausen, 
and by order of the Berlin 'Landgericht part of one of them, Venus 
Consolatrix^ was expunged, so that the original poem can only be 
obtained in the very precious private edition printed by Dehmel 
for his friends. What was objected to was the blending in one 
person as ‘consoling love’ of Mary of Nazareth and Mary Mag- 

^ Venus Natura (in Verwandlungen der Venus) describes a peacock circling 
his hen with spread tail and ends with: ‘0 Mensch^ wie herrlich ist das Tier^ | 
wenn es sich ganv? als Tier entfaltetT 
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dalene. The poem is a necessary part of the cycle, for it leads up to 
the interpretation of love as ^Ehrfurcht vor dem Vbermdchtigen\ 

Dehmel was a wonderful translator. His verse renderings of 
poems by Villon and Verlaine are gathered in Aber die hiehey as 
are also his adaptations of Chinese poems. In his renderings of 
three poems of Li-Tai-Pe he was helped by Hans Heilmann, who 
later published a volume of prose translations of Chinese lyrics. 
Imitations of Oriental poetry thereafter belonged to the order of 
the day: Hans Bethge’s Die chinesische Flote (1907) and Japanischer 
FruhJing (1911) may be mentioned. But the only poet who could lay 
claim to some knowledge of Chinese was Bierbaum, who began as 
an orientalist. DehmePs were published in a separate 

volume ; the original, Pierre Louy s ’ Chansons de Bilifis (18 94), played 
with the theme of Lesbian love, which we find in odd corners of 
impressionist literature. 

Paula Dehmel was a gifted woman : she collaborated with her 
husband in writing the poems for children which form VoL VI 
of the Collected Works (Der Kindergarten). But Dehmel, though he 
was devoted to his children, found domestic life with her hard to 
endure; she was a chronic sufferer from asthma, and aged rapidly. 
He seriously entertained the idea of adding Hedwig Lachmann to 
his household as second wife. But Hedwig was one of his wife’s 
most helpful friends, and remained so. In 1893 Dehmel fled to 
Hamburg, without taking even a toothbrush; this time, however, 
Paula fetched him back to home - and duty at the insurance office ; 
he was, however, granted leave of absence and spent a holiday in 
Italy. It is almost an ironical detail that Dehmel was at last, in 
1894, able to resign his insurance post because Paula came into 
money. By this time Dehmel had met the third Jewish lady who 
swept him off his feet. An essay of his on the paramount perfor- 
mances in the art of the day had just appeared in the second num- 
ber of Pany which he had helped to foimd; and he received a letter 
from a lady in which she expressed her surprise that the essay did 
not mention Stefan George; accompanying the letter were one of 
George’s volumes of verse and one year’s issue of Blatter fur die 
Kunst. The lady was Frau Konsul Auerbach of Berlin, and when 
Dehmel called on her he found she was twenty-five, recently mar- 
ried to a well-to-do Jewish merchant, and on the way to have a 
baby. Her maiden name was Ida Coblenz; (Tdda’ for short, but 
Dehmel called her Isi, and as Frau Isi she will live in literature). 
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She belonged to a patrician family long settled at Bingen on the 
Rhine ; near the family mansion was the house where Stefan George 
grew up, and this poet was a frequent visitor to her home after 
she had proved to him that she could understand his poetry. When 
therefore, Dehmel took leave of Frau Auerbach, after a visit which 
lasted two and a half hours, it is not surprising that he promised 
to read Stefan George’s books. What he really thought of Part 
pour Part we know from his essay Horer und Dichter in ^etrachtungen. 
It was a dramatic coincidence that the only time he met Stefan 
George was on the doorstep of Frau Auerbach’s house: he was 
coming, George was departing. And when, afterwards, Frau Ida 
wrote to George that she was interested in Dehmel, she received 
the withering reply: *‘Wenn einer anfdngt schon ^u finden^ was dem 
andern gemein ist^ dann ist es Zeit ^U 7 n AhschiednehmenP The months 
which followed were productive : this love for another man’s wife 
inspired Dehmel with poems such as Beschwkhtigung, Euthulluug, 
Drama^ Warnung^ Drohung^ Hans im G/uck, and the delightfully 
humorous Schneeflocken ~ it has just the magic of snowflakes falling. 
Paula and Frau Auerbach met, and tried to be friends. Then Con- 
sul Auerbach went bankrupt and his wife went to live in the 
house next to that of the Dehmels ; Dehmel had prepared this new 
home for her. The mariage d trois was of short duration; Dehmel 
once again fled to Hamburg, and this time he was fetched back 
by two women. In the end Dehmel fled with Frau Isi, and when 
divorced married her (1901).^ 

The poems inspired by the wooing and winning of Frau Isi 
may easily be detected in Weih und Welt (1896). Such lyrics as 
Manneshangen are electric with passion. There is a curious Oriental 
effect -- torrid desert and on the far rim wafting palms - in 
and Beriickung, Wirrsal and Der gute Hirte ~ in the latter the poet is 
Jacob calling to Leah and Rachel - defend the triangle arrange- 
ment with frankness and shameless humour. Some of the lyrics 
of the volume date from an earlier period. Of these the most sig- 
nificant is Die Harfe: the roaring wind strikes its wild music from 
the dark pine-wood, as the wind of primeval passion stirs the 
deeps of Dehmel’s soul: ‘Icb hahe mit Inbrmsten jeder Art | mich 
^wischen Gott und Tier herumgeschlagenl In the present edition of 
Weih und Welt^ too, those lovely lyrics find place which render 
moods of dusk and night {J)dmmer~ und Nachtgedichte) ~ Helle Nacht^ 
^ His justification is frankly stated in No. 241 of A.usmvdhlte Briefe. 
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Manche Nacht^ and Die sfille Stadt are the most famous. Aus banger 
Brust is such a night-piece, but the thrill of this Ehemannsgedicht is 
in the unashamed image of copulation. Much quoted is the Deit- 
wort of the original edition : ‘Eri/ wenn der Geist von jedem Zweck 
genesen | md nichts mehr wissen will als seme Triebe, | dann offenbart sich 
ihm das weise Wesen | verliebter Torheit und der grossen Liebe^ ; this 
agrees with Nietzsche’s command that we should clasp our pas- 
sions to our bosoms as our highest aim. All this sexualism of 
Dehmel hardly seems compatible with a gentleman’s respect for 
ladies, which does exist in Germany, even when as in Eduard von 
Keyserling’s Baltic novels there may be one woman for respect 
and another for passion. 

The drama of Dehmel’s second marriage provides the matter of 
the curious connubial epic Zwei Menschen (1903). Dehmel regarded 
it as a cycle of ballads, but ballads stripped of antique flummery, 
and modern because the experience transmutes the physical thrill 
of sex to spirituality; he wrote to Frau Isi in an early stage of their 
acquaintance: ^Ich habe die Form der neuen Ballade gef unden ^ die kernes 
antiquarischen Mummenschan^^s bedarf^ und eine Form, die es erlaubt, in 
tausend Variationen ein gauges Seelenlehen und Menschenschicksal vor^u- 
fubrenj" The classification of the poem as a Romant^enroman is satis- 
fying: it is a novel made up of linked lyric snatches ~ a Romam:(ero 
loosely in Heine’s sense (not in the Spanish sense of a ballad col- 
lection). FERDINAND AVENARius^ (1856-1920) had made much of 
his idea of a lyric epic, but his luebe (1893) is not a novel; nearer 
to Dehmel’s innovation is Coventn^ Patmore’s The Angel in the 
House. But what a difference in spirit! The English poet does not 
shirk the physical implications of marriage, but the very idea of 
his poem is to glorify wedded love as spiritual communion and 
social decency. Dehmel’s poem on the other hand is a defiant 
challenge to accepted notions of decency. The animality of love is 
stressed, and there are renderings of physical passion made quiver- 
ingly perceptible by the rise and fall of the rhythm. The violence 
is sometimes appalling. The story itself is admittedly ridiculous : 
the architect Lux at some duodecimo German court or other pur- 
loins papers and has a love-affair with Lea, the wife of the ruling 
prince. She kills her blind baby. The wife of Lux dies ; Lea says : 

^ He founded (1887) and edited Der Kmstwart^ one of the most important 
literary journals of the period. His volumes of verse are Wandern und Werden 
(1881) and Stimmen und BiJder (1898). 
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'Icb war ihr Vampjr' They flee together, and in their union realize 
the new doctrine of the spirituali2ation of the flesh. Lea has sym- 
bolic variety: she is the goddess Isis; she is Frau Welt; but she is 
the physical image of Frau Isi. And Lux is in every physical detail 
Dehmel : "seine offne Stirn^ den kur^ehaltmn Barp | den Mmd von trdu- 
merisch verschlossener Art^ | Hiebnarben neben den heftigen Nustern . . . ’ 
It is the tense reality of the story beneath the tinsel that gives the 
poem its interest ; and added to this there is the lyric splendour of 
certain passages. 

Stern reproof and partial praise had combined to give Dehmel 
the notoriety which made the publication (1905-9) of his Gesam- 
melte Werke in ten volumes possible. His last volume of verse, 
Schbne wilde Welt (1913), is pathetic; even a last extra-marital esca- 
pade had not prevented his poetic vein from calcifying. Even 
when he re-states his sex doctrine we get: "Dass der Mensch am 
Weib sich freut^ | dass die Freude Samen streut^ | das ists^ was die Welt 
erneutl* Die Musik des Mont Blanc shows the poet as the keen Alpinist 
he was in his later years. That he was physically fit he proved by 
enlisting on the outbreak of war in 1914; he served in the trenches, 
won the Iron Cross, was promoted to lieutenant, was wounded, 
had an attack of thrombosis, was declared unfit for active service 
but kept in the army till the end of the War. He died in 1920 of 
thrombosis. 

Dehmel will keep his place in the annals of literature if only 
by the sheer strangeness of his personality and by the fascination 
which emanated from his person as from his works. It would be 
quite possible to liken him to Mephistopheles : he had a sulphur- 
ous effulgence. He denied all that the parson calls good, and what 
he called good, the parson might very well say, was the lure of the 
devil. That he wrote devilishly fine poetry would not make an 
angel of him. 

Dehmel had his school (Paul Zech, Winckler, etc.), but as dis- 
ciples they were bound to follow his own Nietzschean injunction: 
Sei Du! OSKAR loerke (1884-1941) is a Dehmelianer^ but rather in 
the sense of personal devotion to a master than in style and doc- 
trine; his nearness is that of North German mentality, and actually 
he continues Annette von Droste-Hiilshoff; he has Annette’s close 
vision of the mystic earth and her rough-hewn rhythms covering 
vibrant feeling. He is a ‘cosmo-centric’ poet who strives to take 
the absolute into himself; he loves, as parts of the absolute, not 
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only his fellow-men but inanimate nature : the mist that folds him on 
the heath ~ his 'dear brother’ ; the starveling pines in the heather- 
blue Prussian sand - his 'comrades’. He grieves for the decay of 
all he loves, grieves even for the decay of grief, and knows that he 
is one of a hard new race that makes a cool reckoning with exis- 
tence. He is not an easy poet: the meaning of his verse^ is often 
embedded under a crust of far-fetched imagery. He has regional 
consistency in his depiction of North German landscapes: skies 
ever grey brood over plains where the hard wind, a grey minstrel, 
strikes his grey music from bone- white beeches. This impression- 
istic rareness of imagery gives a mannered effect to his prose^; but 
he is one of those who have renewed the Novelle by the infusion 
of personality. 

1 Wanderschafi (1911); Die heimliche Stadt (1921); Der Idngste Tag (1926); 
Pansmusik (1929; second edition of Gedichte^ 1916); A.tem der Erde (195®)? 
Der Silherdistelwald Der Wald der W^e/f (1936); D/V Abschiedshand (1949)- 

“ Short stories: Vineta (1907); Das Goldhergrrerk (1919); Der Chimdrenreiter 
(1919); Der Prin^ und der Tiger (1920). Novels: Der Turmbati (1910); Der Oger 
(1921). Essays: Zeitgenossen aus vielen Zeiten (1^29)- 
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STEFAN GEORGE 
AND HIS CIRCLE 


D ehmel assimilated French symbolism, but remained Ger- 
man to the core; his matter is Nietzschean touched up 
with decadent refulgence. In Stefan George (1868-1933) 
and his ‘circle’ Romance influence is predominant. Reminiscences 
of the German Romanticists, however, and above all of Hdlderlin, 
deepen the French ultra-refinement of George; and two German 
poets with whom he has striking affinities are Platen, an artificer 
of verse equally patient though with tools less delicate, and Conrad 
Ferdinand Meyer, an aristocrat equally feminized by French cul- 
ture, one who in an equal degree was pained by contact with 
crowds and who likewise veiled his personal experience in recon- 
dite symbols. Something, too, of the atmosphere and colouring of 
the English Pre-Raphaelites and aesthetes illumines the Mallarm6an 
scroll of George, in whose work are renderings of Rossetti, Swin- 
burne, and Ernest Dowson. This poetry of George and his circle 
is, literally, Vart pour Tart (Artistenkunsf), and they are academically 
classed as die Artisten ; they seek to displace StoffkMnst or naturalism 
by 'Formkunst. In this respect they still further refine the formal 
perfection of the Munich school (and for aristocratic aloofness 
Stefan George might well be compared to Graf von Schack); but 
there is the vital difference that whereas the poets of the Munich 
school regard clearness of meaning as a necessary quality of per- 
fect form George writes only for those who Mve the mental 
keenness to pierce to the sense - to him Formvollendmg means 
mathematical precision of rhythm and stanza and symmetrical 
construction with unity of idea of each volume of verse. 

Stefan George was born at Biidesheim, near Bingen on the 
Rhine; his father was the landlord of the WirUrhnff vtyr Tr/ruht 
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there. His pedigree has been carefully traced, and it is claimed 
that he was of pure German blood^: he had ^brownish golden’ 
hair and pale blue eyes like turquoises. His early environment is 
assumed by his biographers to have influenced the spirit of his 
work in two directions: his sense of architectural construction, 
seen in the symmetrical shaping of his volumes of verse, and that 
imbending hardness and even cruelty which made him a literary 
dictator and eliminated all tenderness from his work are attributed 
to an atavistic imprint of the old Roman colonization of his home- 
land, ^ while to the Roman Catholic pomp and ceremonial of the 
Rhineland he instinctively owed his pose as poet-priest and the 
symbolistic ritual of his freethinking. These tendencies, we are 
told, were so deeply inherited in him that they surged up from his 
inner consciousness and were bom anew, instead of being a cul- 
tured revival such as informs neo-hellenism and romanticism. 
Whereas the neo-hellenists have shown their literary affiliation by 
outward signs such as the use of Greek metres, George’s every 
nerve tingles atavistically with the essential spirit of Hellas : the 
deification of the body and the embodiment of the deity {die Ver- 
ge ttmg des Leibes und die Verleibmg des Goftes), {Dd hoeret ouch geloube 
as Walther von der Vogelweide remarked; but faith is re- 
quired for any appreciation of George.) At the Realschule at Bin- 
gen George did best in languages; Italian he learnt out of school. 
At the age of fourteen he entered the Ludwig-Georg Gymnasium 
at Darmstadt. Here in 1886 his juvenilia^ some preserved in Die 
Vibel^ begin; already the influence of Italian poets - Petrarch and 
Tasso - is giving austerity to his form. He learnt Norwegian to 
read Ibsen; and indeed when he left school in 1888 foreign lan- 
guages had laid such a spell on him that his father agreed that he 
should fit his career to this main interest. He went to London, and 
what appealed to him in his stay there is indicated in his poem 
Von einer Keise 1888-89 Dihel^ while Die Glocken^ one sus- 

pects, imitates rhythmically the chimes of some London church. 
Thereafter he stayed for a time in Montreux, and thence went to 
Italy and Paris, where he made friends with one of the standard- 
bearers of the young symbolist movement, Albert Saint-Paul. This 

^ But Josef Nadler {J^iieratiirgeschicbie der deutschen Starnme und ’Landschaften) 
insists that George’s father was a Walloon, and that his mother came from 
Lorraine. See also Frau Ida Dehmel, ^Der jimge Stefan George\ 'Berliner Tageb/att, 
July ist, 1935: *Die Fami/ie Georges ist fran^osischen Ursprungs\ 

2 See his poems Porta Nigra and Vrsprilnge (in Der siebente Ring), 
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friendship was decisive : soon the young poet was associating with 
the poets of the Pleiade ; and at their instigation he read Baudelaire, 
Rimbaud, Edgar Allen Poe. He was a guest at the Tuesday even- 
ing gatherings in Mallarme’s salon in the rue de Rome, and here 
he met Verlaine. His acquaintance in the French capital with three 
young Mexicans induced him to learn Spanish ; and when he visited 
Spain in 1889 he dreamed himself into the illusion that he had 
returned to a land of which long, long ago he had been ruler and 
tyrant - an illusion which he was to weave as poetic reality into 
his Hynmn^ Pilgerfahrten, and Die hangenden Garten, Spain, accord- 
ing to his own account, transformed his very soul: the hard, sharp 
lines of the landscapes round about Toledo and Madrid and the 
dark forbidding royal palaces filled him with that feeling of regal 
loneliness and unapproachable pride which he was to read into 
his first published book, and which was to be the mark of his 
life-long poetic pose. 

In 1889 George went to Berlin to study languages at the Uni- 
versity. Here he revelled in the melody and colour of the Spanish 
language as he spoke it with his three Mexican friends, whom 
he had found here once again; and here, too, his immersion in 
Romance studies alienated him more and more from German 
literature, which was then in its heyday of naturalism. Indeed, 
German seemed so harsh to him that in addition to attempting 
French verse he put together a language of his own which shaped 
Latin roots into the form and melody of Spanish; and in this lmg}ia 
romana he first couched his Zeichnmgen in Grau and the first of the 
Degenden which later he transposed into their present German form.^ 
In this undergraduate’s verse as we now read it in Die Fibel the 
poet to be is already adumbrated. The Zeichnmgen in Grau are 
occupied with a boyish resistance to the peril of sensual enjoy- 
ment (^tierische Zuc^ngen^): the youth must watch lest the divine 
goal should vanish and a moment’s flame transfigure a clay image. 
There are strange glimpses of a temptress ~ in Gelbe Rose she is 
swathed in yellow silk in the yellow refulgence of false daylight 
in warm air quivering with perfumes : a Hindoo goddess from the 
Ganges, she seems a figure of wax, and soulless save when her 
densely shaded eye, weary of rest, suddenly lifts its lid. 

In George’s first published trilogy of verse - Hjmnen^ 1890; 
Rilgerfahrten^ 1891; Algahal^ 1892; now in one volume - travel 
^ Specimens of the first version are printed in Dk Fibel (1901). 
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impressions shape themselves discreetly to French models; but 
the collective theme continues that of the juvenilia-th& self-isolation 
of the consecrated poet. Hymnen were first published in a plaquette 
intended for the poet’s friends only. The first poem, Weihe^ gives 
the note of the triple collection - the poet, awakening to the 
consciousness of his divine poet’s mission, seeks, in the shade of 
evening by the reed-rimmed river, the consecration of the Muse. 
Already in this first poem those metrical devices and tonal qualities 
show which were to be his system: audition coloree^ assonance 
(Vokalharmonie) throughout the line or stanza {'Hinaus v(um strom! 
wo stol^ die hohen rohre | Im linden winde ihre fahnen schwingen^ - o and 
j*/, t for rapidity), clipped interior rhymes {Im linden winde^ Zum 
ufermoose kosend). The second lyric shows the poet in the spring 
morning, in the pleasaunce of a great lonely park, but far sun- 
dered from men and their allurements, for . . . '‘heut darf ihre weise 
nicht ihn ruhren^ 1 Weil er mit seinen geistern rede tauscht: | Er hat den 
griff el der sich strduht t(u fuhren\ The French Parnassian manner - 
the concentration of the character and spirit of an epoch or of a 
country in one short poem - illustrates Hochsommer (a transposition 
of the soul of Watteau’s pictures) and the two ‘pictures’ {Bilder\ 
Der Infant Ein Angelico. Der Infant^ ostensibly the reproduction 
in verse of a painting in its oval frame of dark gilt, thrills with the 
tragic fate of Spanish royalty: this white- faced prince smiles on 
eternally, never regretting that he did not grow up to be a gloomy 
tyrant; the blessing vouchsafed to him is that when the moon 
slants through the pomegranate glass globes in the room a bright 
elfin maid comes for him, and they play with the silken ball that 
still gleams rose-red and olive-green on the oak pier-table. Ein 
Angelico is descriptive, but it is that description by successive de- 
tails of action which Lessing, in LaoMoon, approves in Homer’s 
description of the shield of Achilles.^ In this skilfully manipulated 
sonnet, in which the rhythm and the sense of each of the four 
parts rises to a pregnant closing line and the mood of the whole 
poem is gathered into the pensive last verse, we see the picture of 
the Virgin, "die braut mit immersfillem kinderhusen\ come into being 
stroke by stroke: 

Er nahm das gold von heiligen pokalen^ 

Zu hellem hoar das reife wei^enstroh- 

^ Compare also the poem Komm in den totgesagten park und schau. 
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Das rosa klndeni die mi t s chief er ??iakn* 

Der wdscherin am hach den indigo. 

Both infante and painter are of course self-portraits of George - 
as the royal child to whom only the elfin joys of the spirit are 
vouchsafed, and as the master of gradual colouring and inlaid sug- 
gestion. In 'Pilgerfahrten the image of the poet takes fixed form as 
one and the same expanded ego, the pilgrim whose experiences 
are those of George ; the charm of such poems as Gesichte^ Mah- 
nung^ Verjdhrte Fahrten^ says Gundolf, lies in their ‘monumental 
intimity’. The theme is once again the conflict between physical 
passion and intellectual yearning; but this conflict brings the gift 
of song. In Dass er auf fernem felsenpfade . . . the pilgrim is lured by 
night to the reedy marsh, ^Dass er in sturmes trieh sich stable'' \ from 
the reeds rises a lily on a swaying stalk, wings in the milk-white 
chalice quiver - an evil angel (demonic temptation) is luring him 
from the straight path that leads to the Muse; the reeds murmur 
as he follows the shadowy row of elms. The magic of such poems 
lies in the very dimness of an idea, an idea which is hardly neces- 
sary for enjoyment: what matters is that mystery is evoked, and 
that this mystery hinted line by line is all gathered into the last 
verse which leaves the music quivering in the air: ^Den langenschat- 
ten^ug der rustern | Verfolgt erjeder heilmgbar- | Sein auge flackert irr 
im dustern- | Die winde wirren ihm das haarl' Spanish impressions 
and the magic of Venice lend colour and a sensuous thrill to poems 
(Gesichte, Verjdhrte Fahrten) which contrast with memories of the 
poet’s Catholic boyhood and dim imaginings of a time ere history 
was. A landscape magically evoked is the famous Muhle lass die 
arme still: it begins with the vivid and simple personification of 
the Volkslied^ but (as often happens with George) is ruined by a 
Euphuistic conceit: • 

Muhle lass die arme still 
Da die haide ruhen will, 

Teiche auf den tauwind barren • 

Ihrer pflegen lichte lam:(en 
Und die kleinen hdume starren 
Wie getiinchte ginsterpflan:(en, 

Pilgerfahrten ends with the two marvellous stanzas of Die Spange^ 
a mystic transmutation of George’s verse technique : 
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Id wollte sie aus kuhlem eisen 
XJnd wie ein glatter jester streif • 

Doch war im schacht auf alien glelsen 
So kein T?i€tall ^um gusse rej 

Nun aber soil sie also sein : 

Wie eine grosse jremde dolde 
Gejormt aus jeuerrotem golde 
Und reichem hlit^endem gestein. 

Nothing could be more satisfying as a definition of George’s verse 
than this one of his own: hard and metallic, but lit with diamantine 
radiance. 

In 1892 George visited Liege, and there met Paul Gerardy, a 
bilingual Walloon from Malmedy in the province ceded to Bel- 
gium after World War I, and with him he discussed his plan of pub- 
lishing a poetical review. He then went to Paris, where he finished 
AlgahaL In history Heliogabalus is a byword for vice and cruelty, 
an effeminate boy (Weibjmglin^; Stefan George uses him as the 
appropriate symbol for his Nietzschean contempt of Christian and 
middle-class morality, Algabal is the supra-personal presentment 
of Stefan George himself as poet-priesd and poet-king: or in other 
words, the soul or mind of Stefan George limned in regal or sacer- 
dotal poses, the autocrat twice consecrated, the poet self-imaged 
as his own dream and desire. Heliogabalus is chosen to represent 
such a spiritual ideal because he is as far removed as could be from 
the vile present of vile poets whom the dreamer would annihilate, 
and because, if he would annihilate them, he must be a tyrant 
sublimely ruthless, and because late-Roman and jin-de-siecle are 
both synonymous with that luxury and display and decay and 
despair which only a tyrant could by a gesture sweep away. More- 
over, while preparing this volume George had been translating 
Baudelaire, and the influence of Flowers of 'Evil and Artificial Para- 
dises shapes both the flawless form of the poems and the unity of 
beauty and decadence in the themes. There is, however, a subtle 
difference between Baudelaire and Stefan George: while to the 
French poet (and to the decadents who acknowledged themselves 
as his disciples) the gratification of strange lusts is in itself art, to 

^ Platen’s pose was similar; in Morgenklage he cries : '‘Ich schmre den scbonen 
Schwur^ getreu stets sein | Dem hohen Gesefz, und will in Andacht vertieft, | Volt 
Priestergefuhl verwalfen j Dein gross Prophefenamtt 



128 


MODERN GERMAN LITERATURE 


the German aesthete art takes into its scope the dream which this 
gratification may bring. And since all is dream and symbol there 
is no need for moral disgust if Algabal is even a murderer: 

Sieh ich bin ^art wie eine apfelhliite 
Und friedenjroher denn ein neues lamm* 

Dock liegen eisen stein md feuerschwamm 
Gefahrlich in erschuttertem gemute, 

Hernieder steig ich eine marmortreppe . 

'Em leichnam ohne haupt inmitten ruht* 

D or t sicker t trieines teuren bruders blut* 

Ich raffe leise nur die purpurschleppe. 

For this merely means that the poet-king will not suffer the shadow 
of an affront, even from a beloved brother (the teuer is deliberate, 
and in its implication effective), to the majesty of his state. Vaguely, 
too, Algabal is a spiritualized image of Ludwig II of Bavaria, that 
crowned decadent whose spendthrift’s palaces George had recently 
visited, and the news of whose suicide had shocked him pro- 
foundly. To Ludwig II, the ^verhohnter dulderkdnig\ the volume is 
dedicated by his younger brother Algabal (that is, the poet). Tech- 
nically, if Stefan George is to be classed as a decadent at all it can 
only be by reason of this Baudelairean book. As it closes, a way of 
escape opens : the poem Graue rosse muss ich schirren unfolds a vista 
of the virgin spaces under a vaulted cold sky whence the Germanic 
hordes are to sweep down on the rottenness of Rome. 

For the first time in George’s production - and the following 
volumes will show varying but equally symmetrical construction 
- Algabal is mathematically graded in a triple arrangement, and 
the subjects of the three zones interlock and form a unified whole: 
Im Unterreich gives landscape and atmosphere, Tage limns the 
milieu^ Die Andenken reveals the iimer soul of the subject. 

Important was George’s meeting at this stage of his career with 
Hugo von Hofmannsthal, then a boy of seventeen but already 
known by Gestern and what he had published under the pen-name of 
Loris ; his hope that in the Viennese poet he had found the closest 
of his disciples was destined to be disappointed; for Hofmanns- 
thal, in George’s opinion, pandered to the mob. But Hofmannsthal 
did help Gerardy and Karl August Klein in the launching of 
George’s new cultural review: flatter fur die Kunst^ the first num- 
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ber of which appeared in 1892. The title suggests the French 
symbolist review E^rits pour art. The review ended in 1919 with 
the eleventh and twelfth series ; it had lasted twenty-seven years, 
a long period for so esoteric a publication. It is of the greatest 
importance in the literary history of the period, and fortunately 
the best of what appeared in it is available in the three volumes 
of selections {Auslese aus den Jahren iS$2-x8pS; i8$8-i^o^; 1^04- 
190^). For the journal wrote the band of disciples, "der Kreis urn 
Stefan George", joined as the years passed by Karl Wolfskehl, Alfred 
Schuler, Friedrich Gundolf, and others who must be dealt with 
separately for their own work. Distinguished foreigners, too, ramp 
in and carried the doctrine to their own country: thus Willem 
Kloos and Albert Verwey initiated in Holland the new movement 
in verse which is known as T)e ISJieuwe Gids Beweging (because the 
poets concerned wrote for the journal De Nzeuwe Gids), while 
Poland was represented by Waclaw Lieder, for whose sake George 
learned Polish, and England by Cyril Scott, who as a handsome 
boy of seventeen studying music at Frankfurt was admitted to 
inner intimity with George, although the English lad’s laughing 
cynicism (he could not even take the Master himself seriously) 
kept a dividing-line between the two. Cyril Scott afterwards pub- 
lished a selection of translations of George’s poetry and described 
their relations in his Years of Indiscretion (1924). What George ex- 
pected from the Circle emerges from a strange poem in Der Stern 
desBundes: 

So weit eroffne sich geheime kunde 
Doss volle^ahl mehr gilt als der teile tucht 
Doss neues rvesen vorbricht durch die runde 
Und Steiger t jeden eitn^elgliedes wucht: 

Aus diesem liebesring dem nichts entfalk 
Holt kraft sich jeder neue Tempeleis 
Und seine eigne -ffdssre - schiesst in alle 
Und flutet wieder ruckmarts in den kreis. 

The first number of Blatter fur die Kunst proclaims the intention 
)f the group to begin with poems from which mies can be deduced : 
he aim is, we are told, die geistige kunst auf gerund einer neuen 
'uhlweise und tnache . ( bJluche* , normally a sarcastic or mercantile 
rord, is here, in accordance with Georgean theory, ennobled by 
ts context.) In the first Hefte, as far as the actual ooems are rnn- 
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cerned, the main interest is in the contrast between the soft rhythm 
and fluidity of Hofmannsthal (whose Der Tod des Titian enriched 
the first number) and the hard metallic ring^ and plastic contours 
of Stefan George’s contributions. In other numbers of the first 
'sequence’ (Folge is the term used for the volumes of the journal) 
George printed his translations of Verlaine, Mallarme, Swinburne, 
d’Annun^io, Jens Peter Jacobsen, and others. Klein in one of the 
essays he contributed pointed out that, whereas in France Parnas- 
sianism was completed, in Germany it was not. George is actually 
a Mallarmean Parnassian, just as (to give another example) Richard 
von Schaukal combines the pictorial and cumulative methods of 
the Parnassians with the mystic melancholy of the symbolists. It 
was Klein’s function to explain the new technique; the foremost 
demand is that the poet should take words dulled by everyday 
usage and rear them aloft in a belt of radiance. Here we have the 
very secret of the new verse. The idea is not new ; we have seen 
that Liliencron owed much of his originality to it. But whereas 
with Liliencron this elevation of common words was spontaneous 
or even devil-may-care, and at all events one of the elements of 
his realism, with the aesthetes it is a conscious canon of the revised 
poetics. George himself allocates these abrased words so cunningly 
in his setting that they are coined anew; they are the old words 
and rhymes, but used as they have never been used before. Rilke^ 
states the doctrine: 'Not a word in the poem (by this I mean 
or ''der^\ ^^die^\ ^'das^^) is identical with the same word as it 
is known to conventional usage; in verse or in poetic prose these 
words are like enskied constellations linked by the vast law of 
Creation, transformed in the very heart of their being, in such 
collocation snatched from the mere intercourse of speech, beyond 
corporeal touch and undying.’ And Rilke put the doctrine into 
beautiful verse {Mir ^ur Feier) : 

Die armen Worte^ die im Alltag darben^ 
die ^agen blassen Worte lieh ich so, 
am meinen Festen schenk ich ihnen Farhen, 
da Idcheln sie und werden langsam froh, 

^ Albert Saint-Paul characterizes George’s first poems as ‘dreams of a hero 
sunk in gloom, dreams lit by a cold blue clearness, like rays of light striking 
on steel*. 

2 Rainer Maria Rilke. Aspects of his Mind and Poetry, ed. William Rose and 
G. Craig Houston, p. 169. 
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Sie wdrmen sich die misse/i Wintemwigeu^ 
am W under ^ welches ihrem Weh geschteht; 
sie sind noch niemals in Gesanggegangen^ 
und schaudernd schreifen sie in meinem hied. 

George’s style, Klein says in his first essay, is austerely classic: 
rhymes are pure, rhythm is faultless ; and since the impression is 
conveyed by a meticulous choice of consonants and vowels the 
meaning need not be stated. Sensations are felt, not phrased. Verses 
which seem to be in another language plunge us into a strange 
imrest. And all runs into the vast diapason by which we are moved 
as by strong wine. Perfect as the form is, however, the worth of 
the poem lies in its deep spirituality {Seelentiefe). Novels are to be 
rejected as reporter’s stuff (Berichterstatterei); and the theatre is on 
the face of it hopeless because it has to be commercial. A later 
essay by George himself is often quoted: ""Wirwolkn keine erfindung 
von geschichten sondern wiedergahe von stimmungen^ keine hetrachtung son- 
dern darstellung^ keine unterhaltung sondern eindruck. Die dlferen dichter 
schufen der mehr\ahl nach ihre werke oder wollten sie wenigsfens angesehen 
hahen als stuts^e einer meinung: einer Weltanschauung - wir sehen injedem 
ereignis, jedem t^ei falter nur ein mittel kMnstkrischer erregung^ He ex« 
plains that in his poetry symbol is threefold: that of the individual 
words, that of the separate parts, and that of the whole which 
holds the deeper meaning. Ludwig Klages then in another essay 
(II. Folge^ v) took the measure of a poet by his power of finding 
signs ( = symbols) 'for the mysterious values of soul and universe’. 
Poetry would thus be a kind of cipher, and the cult of poetrj- 
would be a secret intelligence system. But George in his further 
interpretation of his technique in his book of prose essays Tage 
und Taten makes more of the mood than of the veiling of the 
meaning. In any case the peril of this attitude - or pose - is that 
form becomes paramount: 'the worth of a poem is fixed’, says 
George, 'not by the meaning of it - for then it might be wisdom, 
learning - but by its form’; the poet’s task is thus to produce by 
means of form, or in other words by sound and rhythm (Jenes tief 
erregende an mass und klan^\ a mood (Stimmung) which is not bound 
to sense or substance; we thus get a process akin to that of music, 
George, therefore, paints with vowels, or plays on them just as a 
pianist plays on keys; he tangles his constructions ; he swathes the 
inner meaning of the poem in a floating veil of <?vmhn1 A c 
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the image of one of his poems^) the linked figures frozen in a 
dance under dead boughs in the complicated pattern of an Oriental 
carpet come to life, some evening or other, with the dead boughs 
stirring, chilling the spectator’s sense with the mystery revealed 
so the secret woven intricately into the poem comes with the gift 
of its beauty - but not at call, not at any hour accustomed; to the 
many it comes never, and rarely to the rare. Poetry is thus esoteric 
a priestlike evocation, only for the adept in the ivory tower. 

The pose of perfection which George assiimed for his verse he 
cultivated too in his personal appearance and in his relations with 
the outer world. Above all he kept his distance. His attitude to 
poets not in his Circle was almost that of Algabal : 

ICH bin als einer so me SIE als viek- 
Ich toe was das leben mit mir tut 
Und traficb sie mit ruten bis aufs blut: 

Sie haben kom und haben fechterspiele. 

Which means: they are best-sellers; but poetry is mine. His garb 
and appearance were a godsend to caricaturists: they made his 
monocle and his long stiff hair pushing out Liszt-like below his 
tall hat, his ‘viermalgeschlungene Kultkrawatte\ and his clean-shaven 
ascetic face familiar to the irreverent. There was a rumour that he 
was an illegitimate son of Liszt; but he himself prided himself 
mightily on the resemblance of his pale face with its sunken cheeks 
to the Hell-marked profile of Dante. (He recited his verse in dark- 
ened Berlin salons with Rembrandtesque candle-light illuminating 
this ascetic profile with its projecting chin.) When Maximilian 
Dauthendey first met him he was almost frightened by his tall hat 
and frock coat and cardinal’s face. 

In 1 89 5 appeared Die Bucher der Hirten- und Preisgedichte, der Sagen 
und Sange und der hangenden Garten. George’s intention in this book 
was to conjure up from the depths of his being, where they had 
slumbered as an inheritance from the past, and to sing into verse 
the primitive forms of culture - (to quote Gundolf) ‘the soul of 
God in the three phases of history - pastoral, medieval, oriental - 
whose ideals are the composite substance of present-day litera- 
ture’. But whereas Classicism, Romanticism, and Orientalism had 
hitherto worked themselves back in the laborious toil of scholar- 
^ T>er Teppich in Der Teppkh des Lebens, 
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ship to the respective periods and read themselves into what of 
these vanished ages they recalled to life, George (in intention) 
re-creates them out of his submerged consciousness and puts them 
before us in the actuality of their ideals, that is, as thej were. If this 
were true we could not reckon George with Platen and Riickert 
as one of 'die /order fen Talenfe^; there would be nothing forced in 
these rebirths. The arrangement is that of a triple cycle of poems ; 
and the strophic form and metres of each part are intended to 
convey those of the three periods re-created. That they actually do 
so is not likely to be admitted by scholars : the pastoral poems re- 
semble those of the French neo-hellenists (e.g. Henri de Regnier); 
while of the medieval poems only Tageliedh.^,^ the shape and melody 
of a Minnelied - but not of a Tagelied. Characteristically Georgean 
in the Hirten- md Preisgedkhfe are two pen-pictures of Greek 
youths, Der Ringer and Der Saitenspieler. The wrestler passes in the 
pride of his naked body, and does not see even his parents in the 
cheering crowd; and of the curly-headed lute-player when he has 
sung the boys dream, silently suffering and sleepless xmder the 
stars. Der Aus^ug der Ersflinge, in iambic trimeters, indicates the 
ethic purpose of the book : to show in ancient Greece the unity of 
God, man, and world, with an implied contrast of the religious, 
political and moral disharmony of the poet’s own day; Greek 
youths on w’hom the lot has fallen accept their fate and depart to 
seek a new home. In all the variety of Greek life which the poems 
unfold there is a unity ordained by the gods, controlled by the 
state, and accepted by the people; as one might say - and this 
Georgean interpretation of a model state (in two senses) as a 
totalitarian contentment with what has been commanded from 
above was seized on in the Hitler period. George’s historization 
of self appears again in the stately blank verse of Der Herr der 
Inseh fishermen relate that upon an island rich in spice and oil a 
bird with wings "dyed as with ichor of the Tyrian snail’ would by 
day hide in the forests and by night stray to the shore, and there 
sing so sweetly that dolphins, those friends of song, vrould swim 
landwards. But when, by happy guidance, white-winged ships 
found this island the bird made his moan and died. It is the legend 
of the poet who sings only in solitude and only to the lovers of 
song - not to the Phoenicians. Gundolf asserts that in the central 
series of lyrics, Sagen md Sdnge, George by sheer intuition has cap- 
tured the mystic essence of the Middle Ae-es. whereas the medieval 



134 MODERN GERMAN LITERATURE 

poets themselves had merely rendered the social conventions of 
their age. This is a fanciful statement. Stefan George’s knowledge 
of the medieval mind was too shallow for these poems to have 
any value as interpretations of medieval mentahty; what he gives 
us is merely his own conception of the states of mind of knight, 
squire, poet and hermit; and this conception is just what he in- 
tended it not to be - romantic; romantic, because it is based on 
false intuition. The situation and pose may be medieval; the spirit 
is modern. The Parzival and Holy Grail poems (Die Tat, Irrende 
Schar, Der Einsiedel) have the mood of Wagner, not of Wolfram. 
George’s Frauenlob is not the dull, didactic rhymester of decayed 
Minnesong, but the romantic minstrel of the myth: he sees his 
black coffin, draped in black cloths, borne to the Minster by 
maidens who - widows now of Beauty’s priest - pour noble wines 
and flowers and precious stones down into his grave. This is not 
to say that the distinctive elements of the medieval and of the 
other two periods, as they serve for literature, are not magically 
evoked ; e.g. the plastic beauty of Greek form. Catholic spirituality 
and the ideals of chivalry,^ the glaring colours of the Orient; 
notably in the medieval central piece Sporenwache, one of the most 
intense renderings in all literature of the theme of the spiritual 
consecration of the chosen one to his ideal. If we would appreciate 
these careful poems we must remember that the idea is : J (ICH) 
was this squire dreaming the night out in the visionary chapel, 
I was this Frauenlob unkissed and ripe for death; for in me is the 
multifarious, mysterious past; and this poem is a recovery for my- 
self of a past dim phase of my existence. The theme of Die hangenden 
Garten has some affinity with Algabal-. it limns in a voluptuous 
setting the tyrannic power of Oriental potentates. The visions are 
again essentially romantic: the conqueror striding in the taken 
city over corpses and raising (as might Holofernes) his smoking 
sword to his god; the child who is to be Sultan pictured in all the 
pomp of his future state (JGndliches Konigtum'. no doubt once more 
the poet calling up the splendour in his blood); white aras with 
saffron-yellow crowns, songless and with wings never unfolded 
behind their grating dreaming of distant palms ; the anointing of 
the bride with oil and salves for the Caliph’s bed*; strophes of 

1 E.g. Mannenireue in Wajfengefshrte, Marhnkult in Bas Bild. 

^ An obsession of Heinrich von Kleist: ‘Von Salben triefmd me die Perser- 
brauf. 
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sensuous longing - exceptional in the work of this anti-feminine 
poet - with the cumulative imagery of the Song of Songs - 

Saget mir auf welchem pfade 
Heute sie voruberschreite - 
Dass ich aus der reichsten lade 
Zarte seidenweben hole* 

Kose pflucke md viols* 

Dass ich meins wange breite* 

Schemel unter ihrer sohk. 

One essential feature of George’s creed is that his books should 
be typographically beautiful. Das Jahr der Seek (1B97) and the 
following volumes were produced by the artist Melchior Lechter, 
who had already been the apostle in Germany of the Kelmscott 
Press. And so Stefan George’s books have the collecting lure of 
fine porcelain. In Das Jahr der Seels we have a perfectly symmetrical 
construction of three parts in each of three sections, with the first 
section (After the Vintage^ Pilgrims in Snow^ Triumph of Summer) 
and the third section (Traurige Tdru(e) revolving round the central 
section (Oberschriften und Widmungen: poems intensely personal or 
devoted to the poet’s friends). In this book George’s %ure as an 
introspective comes with ghostlike footfall, freed from pilgrim’s 
weeds and Emperor’s purple and priest’s vestments - comes with 
ever-varied visions as the pure soul of a poet. The poems are 
mostly in the Du form, but George’s hint in his foreword is that 
Ich and Du are identical; the poems are addressed to meine dustre 
schwester^ who comes at twilight, as we are told in Zu meinen trdumen 
floh ich vor dem volke; by this happy device - George’s usual dicho- 
tomy into self and personified soul (Doppelung or Gegensdtfichheit 
as in the case of Goethe) - the theme of the poems is covered by 
a veil of gauze and reverie is dramatized. Mystery is intensified by 
reminiscences of far-off long-forgotten things, or recalls the soul- 
inspired moods of previous volumes. After the poet’s wooing of 
his dark sister soul come the XJberschrifteny superscriptions which 
in the first person reveal the very nature of the poet and of his 
verse, and the Widmungen to his friends. Then aU the tragic sadness 
of the poet who has sacrificed the world for the Muse is gathered 
into the self-revelations of Traurige Tdn^e, The lyrics of the first 
section have something of the charm of landscape, but this is 
delicately remote. Really there is no landsranf* bnr nniTr 
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tions of the mood of a soul. What we do get are Baudelairean 
"correspondences’ of the poet’s inner state with the outer state of 
nature,^ with the dying splendour of autumn (^gJan^erfullte sterhe- 
wochen')y fullness of fruits, the sick scent of yellowing leaves car- 
peting the gravelled garden paths, the flight of wild swans - in 
short, all the old sensations of sight and sense of romanticism, but 
lifted out of personality into a spirit world. 

The general scene of Nach der Lese is a city park with a pond 
and fountains with basins of basalt; but the famous poem Komm 
in den totgesagten park md schau ... is not this park in autumn but 
the impressions of this particular autumn, with its fullness of 
colours to weave into the verse of an autumnal soul; Wirschreiten 
aufmd ah im reichen flitter | Des buchenganges ... is just this moment 
when through the grating of the park gate an almond tree is seen 
miraculously blooming for the second time in the year and ripe 
fruits are heard falling (and may there not be a second blooming 
of verse and ripe fruits of song?). These illusory landscapes, too, 
typically begin with a prepared situation; that is, the reader must 
create the situation by feeling himself backwards in the mood. 
Thus 

Gemahnt dich noch das schone hildnis dessen 
Der nach den schluchten-rosen kiihn gehascht* 

Der uher seiner jagd den tag vergessen* 

Der von der dolden vollem seim genascht? 

Der nach dem parke sich ^ur ruhe wandte . 

Drieh ihn ein flugelschillem all^weit^ 

Der sinnend sass an jenes weihers kante 
Und lauschte in die tiefe heimlichkeit . . . 

XJnd von der insel moosgekrbnter steine'^ 

Verliess der schwan das spiel des wasserfalls 
Und legte in die kinderhand die feine 
Die schmeichelnde den schlanken hals. 

is, as Hofmannsthal interprets the poem in his Gesprdch uber Ge- 
dichte^ a reminiscence of the poet’s childhood literally recorded; 
the landscape setting - quite simple - is a boy by a pond in a park; 

^ Gundolf might call it Zmmnigkeity a unity of two. 

2 Note the tangled construction : the first two stanzas question, the third 
with an abrupt transition relates what followed in the oicture evoked. 
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and the magic lies not in the description of the scene but in the 
association of ideas with the evocative melody of the individual 
words; "swan’, for instance, is not the ornithological specimen 
but the snow-white neck, gleaming over dark waters, of Hebbel’s 
poem^ or (we might add) fondling the thighs of Leda^; this swan, 
as the word awakens ripples of memory, floats double, swan and 
shadow.^ The magic, then, is in the words, not in the symbol; 
which recalls Herder’s too energetic definition of poetry: die in 
den Worten innewohnende Kraft. But the magic may lie, too, in a 
startling transposition of sense: Der reinen wolken unverhojftes hlau 
for instance - the blue is really between the clouds ; but these must 
be 'rein\ since they are rimmed with bays of blue. The Superscrip- 
tions at the heart of the book are, as self-characterization, superb. 
The pose of the poet tragic because poet is apt to be slightly comic, 
and the self-portrait of the second Spruch fiir die geladenen in T. is 
that by which those who scoff at George’s "pose’ know him - as 
one fate-stricken in marble halls, melancholy even in the fulfilment 
of his mission, toying with the flashing gem on his tapering finger, 
clad in the purple of kings and with visage bowed down upon the 
purple. There can be no hiding the fact that George’s poetry is 
from start to finish cult of self; and if aesthetics is a science de- 
duced from extant masterpieces a canon should now be added to 
the effect that adoration of the ideal self is as fruitful an inspiration 
for poetry as adoration of the ideal female. In George’s case the 
obsession is not offensive, partly because the poems are so delicate 
and subtle and partly because the poet himself is not shown as a 
reality but as a shadowy form or rather all spirit. 

Der Teppich des Lebens (1899) generally considered to be 
George’s most difficult work; the pattern of the book is that of 
the Oriental carpet he describes in the first poem of Part II and 
which we have quoted to characterize the form and tenor of his 
poetry. The theme is - life ; but life in the sense of the philosophers 
as the primitive force which appears in terms of space and time 
and which is only made conceivable to the human mind by the 
dissolution of these terms in death. Death, however, since it re- 
veals the limits of space and time, is the perfection or perfecting 
(Vollendun£) of life; here Stefan George touches Rilke, but whereas 

^ Von dmkelnden Wogen. 

2 Friedrich Schlegel, Prologue to Ludnde; Rilke’s and Felix Braun’s Leda. 

3 Wordsworth: Yarrow Unvisited. 
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Rilke’s conception of development to divine perfection is centri- 
fugal or pure humanity, that of George is centripetal or deification 
of the ego. The meaning of Der Teppich des L.ebens is, apparently, 
that the world consists of chaos and form, and that form is created 
by life from chaos ; but the law is that what is formed by life must 
perish. However, in all this alternation of creation and decay one 
form of creation, and one only, resists the eternal process of dis- 
solution - what the mind creates, particularly what the mind of 
the poet creates; and therefore art is the sublimation of life. And 
since the artist creates his own world he too is related to creation 
as God is to His universe; he is, therefore, God, and as such to be 
adored. Once again the volume is monumentally architectural and 
in triple form: whether because (as in the sonnet) two pillars are 
needed to support a roof, or because (as in the Trinity) the arch 
of the spirit {der Geist) must span the two pillars of creator and 
created, or because Dante’s Divine Comedy (to George the supreme 
revelation of art) is tripartite, is a problem which may be posed 
and looked at. One commentator^ even points out that the three 
sections are dominated respectively by Verb (movement in time), 
Noun (fixed position in space), and Adjective (hovering above 
time and space) ; or in other words by Sense, Measure, Sound. In 
the face of George’s insistent symmetry one is tempted to ask: 
can inspiration be mathematical ? If one were to say that ecstasy 
does not create in polygons Stefan George’s Circle might answer 
that God, as the spirit contriving beauty, does so create; to which 
the answer should be that Stefan George is an intellectual deviser 
of symmetrical forms but that perfect symmetry does not prove 
him to be an inspired poet. In sum, it is the old antithesis of mind 
and imagination; and, though both are good, even in poetry, the 
result might be that George sometimes awakens Geist but not 
Begeistermg. 

In Das Vorspiel^ the first part of Der Teppich des Lebens^ a naked 
angel appears to the poet and announces that Life Beautiful {das 
schone leben) has sent him as envoy. This has an air of medieval alle- 
gory; but it is philosophy ~ Life is here conceived as, according to 
Gundolf, the triad of forces interpreted in Das Jahr der Seek: nature, 
fate, and soul; which, as a unity, are given the name of spirit {der 
Geist); and the spirit which is the law, the meaning, and the shape 
of this life appears to the poet in corporeal form as the angel. The 

^ Walters^ p. 199. 
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angel brings a message which is interpreted as indicating a re- 
covery by George of his German heritage : he bids the poet be 
cured of that Drang nach Suden which, as we all know, means so 
much in German literature; bids him turn away from the di22y 
precipices^ and the charmed miasmas of southern landscapes to 
the bracing breath of the northern spring, the eternal mystery of 
Nordic runes, and to the treasure of his own people guarded by 
the Rhine, that river green like fresh young life: 

Du findest das geheimnis ewiger runen 
In dieser halden strenger linienkunst 
'Nicht nur in mauermeeres ^auberdunsL 
<Schon lockt nicht mehr das Wmder der lagunen 

Das allumworhene triimmergrosse Ro/n 
Wie herber eichen duft und rebenhluten 
Wie sie die Deines volkes hort behuten - 
Wie Deine wogen - lebengruner Strom\> 

This seems a definite return to ideals which today would be called 
volkhaft\ but poem VTI still gives tender expression to George's 
neo-hellenism, with its contrast of crowds following the Cross 
that will for long be the light of the world with the little group on 
quiet paths on whose banners is inscribed: ^Hellas ewigunsre Hebei* 
Stefan George’s prose is collected in Tage und Taten (1902), His 
prose style is clear and hard-toned; it has the aesthete’s rarity of 
diction. Instead of the gliding undulation of Hofmannsthal’s prose 
or the incapsulated complexity of Gundolf’s, it has the concise- 
ness of short periods weighted with authority, every individual 
word sharply marked and self-poised; the tone is supercilious and 
may be scornful, but is never witty. In the Dobreden the appreci- 
ations - of Mallarme, Verlaine, Jean Paul, Holderltn - are both 
generous and subtle. The Be fraabf ungen state in the shortest possible 
compass George’s poetic creed. The second edition (1925) is ex- 
panded and revised. 

George’s verse translations take rank with the best in the lan- 
guage. Of his Baudelaire (Die Blumen des Bdsen), and his transla- 
tions from Verlaine, Mallarme, Stuart Merrill, Henri de Regnier, 
d’Annun2io, Albert Verwey, Swinburne, Ernest Dowson, Wac- 
law Lieder, and others {Zeitgemssische Dichter^ z vols.) one would 
^ Italy is imaged as in Goethe’s Kennst du das Land . . . 
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hardly say that they fulfil Goethe’s summary direction to trans 
lators: Schomrl, but they have the distinction and dignity of W 
own verse. French critics charge him with a wilful shaping to M 
own image of the poets he translates; thus Baudelaire was to iZ 
first and foremost the hieratic poet sundered by virgin austerity 
from the barbarians, and therefore he tones down by skilful mani 
pulations the perversities and cynical pessimism of the Flowers 
Evil. There is more to be said against his later translations of Dante 
(1912; Vols. X/XI of Collected Works), because he translated 
those parts of the Divine Comedy which he could identify with his 
own visions of the Realm of the Blest, and of Shakespeare’s son- 
nets (190^ Vol. XII of Gesa/nt-Ausgabe), because what he brings 
out is the Georgean cult of male beauty (to quote his Introductio^ 
die mltschaffende kraft der iibergeschlechtUchen Hebe’). 

Few would deny that among George’s most beautiful poems 
are those which give an angel-like semblance to some boy or 
other: Der Infant, Der Ringer, Der Saitenspieler, Der Tag des Hirten 
^orenwache. It is hard to see the angel in the figure of Algabak 

other boys, the projection into an image 
ot Stefan George himself as ephebos. Rilke projects his soul differ- 
ently: his rnaidens image his soul in its virgin purity quivering 
for conception and creation; but both Rilke and George finish by 
fashiomng their double rather than their image (though a double 
IS of course identical) in the shape of a divine form. Rilke says 
> George ‘God’; and it is almost incredible that George 
presents his ‘God’ in the person of a beautiful boy he discovers 
in Munich -■ Maximin. Of Maximin in the flesh all we know is 
that in addition to his physical beauty he was unspotted from the 
world ( rein von alien Anwurfen der Zeif), heroic, that he had in Ms 
eyes the mystic gHmmer of the far-away, and that he died young, 
leaving George inconsolable. 1 ... The discovery of the God came 
at a time of mental stress : three of his disciples, Wolfskehl, Schuler, 
and Klages, had staged an incipient revolt: as a result of their 
Mtiquarian studies they had discovered that man at the dawn of 
story, and still more when he was a dweller in swamps, was the 

rShrlT*LT‘^‘^ Woj-m schmerz. dass wir niemals wieder diese bande be- 

^drften.’ George told the story 
^ ~ stresses the fact that he met the 

Srttd “'y his Maximin-Gedenkbuch, 

Blmernf^di^^^"" reprinted separately from the third Aiakse aus dm 
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slave of woman. Their gospel was the Mutferrechf (iS 6 i) of Johann 
Jakob Bachofen, who sees in the ‘'raging rapture and ordering 
motherly care’ of woman the principle of the organic; and from 
this gynsecocracy they evolved a new cosmic philosophy (whence 
they are called, in the relevant literature, Kosmker^) in which 
Eros is female. It seemed possible that George might be deposed 
from leadership of the Circle because of his ^Personenku/f \ that is, 
his cultus of male friends ; and in any case this cult of the female 
in all her primeval superiority vras bound to be anathema to a 
declared gynophobe like George. His lambs (including Gundolf) 
returned to the fold when he asserted his authority; and it is pos- 
sible that the production of his God was not precipitated by this 
crisis ; what is certain, however, is that Maximin restored his peace 
of mind- In Alaximin he found the realization of his dream and 
the fulfilment of his religion: body made God and God made 
body. Having the spiritual idea of the God he demanded its visual 
perception. (As some of the schoolmen reasoned: the idea of a 
thing can only exist if the thing itself exists.) Thus he created 
God. Gundolf interpreting says that male beauty (Eros) excites 
the spiritual desire of procreation just as the beautiful female 
(Aphrodite) excites the physical desire of procreation. Only the 
Greeks^ and the Germans, he adds, have deified beautiful youths, 
because these inspire to heroic deeds and spiritual creativeness. 

Maximin as the new God appears in Der si ebe fife King (i 907-11). 
The book falls into seven parts, each with poems to a multiple of 
seven - a holy number. The central part is Maximin \ and round 
the revelation of divinity in this central part revolve the poems of 
the other three parts on each side, the central idea being to show 
the existence of divine beauty in a world which had seemed deser- 
ted by God. Since God is revealed in the beautiful body of man, 
man is divine; and divine too is the world in which man appears 
as God; therefore we must animate all things with the divine 
essence which is thus proved to be on earth, and thus we shall 
prepare the "new life’. 

^ Ernst Morwitz - whose book on George is the clearest and most sensible 
there is - points out ^dass die Qrkchen an einem wiederkebrenden Fesf die Gestalt 
des Apoll in einem Knaben verkorpert sahen^ ihn durch das Kand sandten und das 
Geheimnis der noch alle lehendigen Keime umscbliessenden Jugendform dadurch feierten^ 
dass sie ihn wahrend seines Um^iges als den Gott selbst anbefeten. Den Sinn dieses 
'Erlebnisses sucht der Dicbter in den Versen *’A.uf das JLeben und den Tod Maximins^ 
von verschiedenen Sichtwinkeln aus fassenf 
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This quest of a new God (^Goftsuchertum^) had been an obsession 
in Germany from the beginning of the century, and is traceable 
to the destruction of the Christian God by Nietzsche (^der Morder 
Gottes') in order to create "a living God’. Nietzsche’s new God 
was an idea that different writers shaped to their own fashion. 
The 'Kosmker\ George’s own runaways, had aimed at making a 
new religion of the supremacy of woman, that is, of sex; Dehmel 
deified the sexual impulse ; in Gerhart Hauptmann the speculation 
had taken the form of the interpretation of religious mania; Her- 
mann Stehr probed the mystics; H. F. Blunck was later to quest 
a new Saxon God; and Thomas Mann in his novels of Jacob was 
to show that all religion can be reduced to a simple sex symbolism. 
The form this God-seeking took in Dersiebente King horrified even 
some of the initiates of the Circle. The utter rejection of woman 
as divinity was rooted in George’s masculine nature, but the ex- 
pression of it was no doubt heightened by the divagations of the 
Kosmker, The problem was whether or not Maximin was spirit. 
Albert Verwey pointed out that whereas hitherto for George the 
divine had been spirit, of which he was the priest, now he claimed 
leadership, in a concrete German state, of a defined sect of wor- 
shippers. And the God his community was commanded to wor- 
ship, Verwey hinted, was a Greek Christ (that is, a beautiful youth 
hailed as divine), worshipped ~ as Christ had been by His disciples 
- in the recollection of his presence on earth. To Verwey, Dutch 
Protestant as he was (and Englishmen will generally agree with 
him), there was something Popish in this setting up of an idol; 
and to George’s elevation of a mortal above his fellows Verwey 
opposed the Dutch doctrine of the equality of all as the very 
essence of religion. On the other hand, the worship of the dead 
God was accepted by the Circle generally as the logical culmin- 
ation of George’s God-seeking: in Maximin, they argue, he - like 
Nietzsche an enemy of Christianity - creates his own Christ, as a 
symbol that any one whose life is consecrated to divine aspiration 
may create God in himself. This is accepted mystical doctrine: 
‘God’ is the image of ultimate spiritual goodness created by every 
religious individual, and as an image must bear the features of His 
creator’s individual ideal: hence the Nordic featuring of Christ as 
a golden-bearded soft-eyed Vandyke gentleman. But George as a 
mystic proper is unthinkable - for he has not stripped his being 
of I - indeed he is all L His God is thus merely his I projected 
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from his Dantesque frame into the body of a beautiful boy. Gun- 
dolf, with a brilliant display of scholastic argument, identifies 
George’s boy-God with the Greek Eros. To the Greeks, he says, 
Eros was not a God of sex but a God of pure spirit {Seekngott)\ 
and as such he appears as Beauty in Greek sculpture. God is made 
body by the ritual of Consecration, which the Roman Catholic 
Church has taken over in a transmuted form. But Christianity 
differs radically from this Greek religion in that for Eros it substi- 
tutes Caritas; and while Eros is the consecration and taking over 
into oneself of Thou^ Caritas is the sacrifice of I, which passes into 
Thou, [This Christian process, moreover, is extended to man’s love 
of woman, while the (Platonic) love of man for man enhances 
itself by absorbiag the worshipped male.] And again: in Christian- 
ity the body (of Thou as of I) is cast aside and denied, while in the 
worship of Eros the (beautiful) body is the very substance of the 
cult. Nor does Christianity keep the primitive ideality of its doc- 
trine: Caritas becomes Voluptas or sensual desire, and morality 
takes the place of holiness. Thus the Christian world is ^de-godded’ 
(entgottef) ; except only that pantheism and mysticism use the term 
‘God’ to denote something supranatural hid in the mists of dis- 
tance. The very essence of Greek religion, however, was the actual 
presence of the god, that is (in all its implications) Diesseitigkeit,, the 
doctrine that Heaven is here below, whereas Christianity is the 
religion of the Beyond (Jenseitigkeif)^ that is, the negation of the 
divine on earth as of the blessedness which comes from the ador- 
ation of the Beauty of this tangible Presence, When, therefore, 
Christians speak of paganism as the cult of lusts, as hedonism, 
they are blinded by the Christian lies which Nietzsche nailed to 
the Cross ; deification of the body (J/ergottung des Leibes) is not the 
same as the worship as divine (Vergoffermg) of the functions of 
the body. Literally, what George does is to restore the non-sensual 
worship, in the primitive Greek and Platonic sense, of Eros, Kai- 
ros. Consecration, and Beauty. And to George Eros is love which 
creates man and world; Kairos is the fruit which grows from their 
wisdom; Beauty can be seen by those only who are transformed 
{durchhildef) by the purification of their sensorial life {sinnliches Da- 
Sein) ; and these by their very nobility (not by mystic ecstasy or 
asceticism) achieve the appearance of God in the body. That is 
(one assumes) : the elect, and they only, recognize physical beauty 
and its divine attributes when they see it. If one asks why this 
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George-created Christ must needs be a beautiful boy the answer is 
of course that the Greek ideal of beauty is to give physical trans- 
figuration to the pure spiritual conception of the divine. For Stefan 
George as for Nietzsche it is the Greek ideal, not the diseased 
Jewish denial of physical beauty, which is to rejuvenate the de- 
cayed world; and perhaps the worshipping of Maximin is nothing 
more than a cry to the incredulous : Ecce homo, Lo ! this is Man. 
Or: new man by his new faith in beauty will himself be beauty 
transfigured by spirit. 

Actually those who should know best (now that the individual- 
istic subtleties and the self-assertion of the more intimate Circle 
members are fading into a semblance of myth) claim that the key 
to the Maximin problem is mein urbild (with mein stressed), the 
'essential image of myself’, in this poem of Der Stern des Bundes: 

Wer ist dein Gott? All meines traums begehr* 

Der ndchsfe meinem urbild* schdn und hehr. 

Was die gewalt gab unsrer dunklen schosse 
Was uns von jeher mrt erwarb und grdsse ~ 

Geheimste quelle inner lichs ter brand: 

Dort ist Er wo mein hlick ^u reins t es fand, 

Der erst dem einen User war und Eader 
Dann neue wallunggiesst durch jede ader 
Mit jrischem saft die jruhen gotter schwellt 
Und alles abgestorbene wort der welt. 

Der gott ist das geheimnis hochster weihe 
Mit strahlen rings erweist er seine reihe : 

Der sohn aus sternenv(eugung stellt ihn dar 
Den neue mitte aus dem geist gehar. 

And this self-revelation in vision is the secret of that renewal of 
style and conception, that new and divine consecration, which is 
throughout the very essence of George. There is no beauty like 
that of Greek poetry; and George has the intense conviction that 
he has found the secret of that ancient irradiation: the poetry that 
never was since the days of Hellas he has brought back because he 
has given it bodily shape, which is to be worshipped (in symbol) 
as Apollo was (in symbol) in Greece. 

The opening poems of Dersiebente Ring, in sonorous blank verse, 
amount to poignant self-revelation, often with an indignant rush 
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of invective which sometimes breaks up the rigidity of George’s 
icy lines in normal enjambments. In Das Zeitgedichth& pours scorn 
on those who would praise him now his rank is assured; in Dante 
md das Zeitgedicht^ Goethe-Tag and Nietzsche he shows the affinity 
of his fate to those great creative geniuses who were isolated by 
the supremacy of their intellect. In Ge^eiten we have George’s one 
erotic burst. But there is nothing whatever to indicate that a female 
is the subject of these love lyrics; and they have morbid thrills: 
e.g. Als glitten erkaltete finger | Auf wangen von sonnigem flaum. But 
the absorbing interest is gathered into the middle part, Maximin. 
One poem, Auf das Deben und den Tod Maximins^ is in six parts : the 
first apostrophizes the Munich friends : ^ . mit schinmer um die 

haare | Erscbien ein gott und trat ^u euch ins bans . . . | Treisf eure sfadt 
die einen gott gehoren! j Treist eure ^eit in der ein gott gelehtT The 
second describes a pious visit to the place where the God was born. 
Einverleibung is ecstatic mysticism: George worshipping Maximin 
calls himself the creation of his own son (Ich geschopf nun eignen 
sohnes). 

Der Stern des Bundes (1914), again tripartite, continues the doc- 
trine embodied by Maximin: physical beauty is not only the guer- 
don of love, it is the law of life and the very sense of the universe. 
Since Maximin was the perfect youth (‘schon me kein bild undgreifbar 
wie kein traum'"') George’s doctrine is also worship of youth - and, 
since from the time of the appearance of Der Stern des Bundes the 
youth movement grew apace in Germany, it had its share in fur- 
thering the cult (so important as it has proved for military policy) 
of the beautiful and healthy body. It was one of the books - Also 
sprach Zarathustra and Rilke’s Die Weise von Eiebe und Tod des Cornets 
Christoph BJlke were two others - which soldiers carried in their 
knapsacks during the War. In George’s ‘third humanism’,^ which 
in this book he interprets, the principles of the Third Empire are 
foreshadowed: thus the children of God must keep apart from 
‘women of alien nature’ (‘M// den frauen fremder ordnung [ Sollt ihr 
nicht den leib befiecken | Harretf lasset pfau bei offer), ^ Sundering 
dubious divinity from divine poetry one must give first place to 
the poems in this book in which what should be the monotonous 

^ The term ^drifter Humanismus^ derives, not from George himself, but 
from Lothar Helbing’s essay Der dritte Humanismus, 

-fremde Ordnung=gemeines Wesen. Racial application to *blood-poilution’ 
was inevitable. 
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theme of George - but it is not, because it is so intense and so 
varied his self-interpretation and proud assertion of self are 
unfolded. In Nennt es den blit^ der traf den wink der lenkte a poet 
once again gives inspired (though here difRcult) expression to the 
nature of inspiration, and in this case its religious purpose. His 
rejection of his contemporaries, angry in Der siehente Ring, is hier- 
atic in such poems as Aus purpurgluten sprach des himmels v(prn and 
Alles haben alles seufyen sie. He speaks of One (Nietzsche is meant) 
whose warning was unheeded; now it is too late: 

Einer stand auf der scharf wie blit^ und stahl 
Die klilfte aufriss und die lager schied 
Ein Druben schuf durch umkehr eures Elier . . 

Der euren wahnsinn so lang in euch schrie 
Mit solcher wucht dass ihm die kehle barst. 

Und ihr? ob dumpf ob klug ob falsch ob echt 
Vernahmt und saht als ware nichts geschehn . . 

Ihr handelt weiter sprecht und lacht und heckt, 

Der Warner ging . . dem rad das niederrollt 
Zur here greift kein arm mehr in die speiche. 

And so (in 1914, and before the War!) George prophesies that 
they who heeded not the warning voice will be swept away in 
their tens of thousands by ^the holy war’ : 

Ihr baut verhrechende an maass und gren^e : 

<Was hoch ist kann noch hoherh doch kein Fund 
Kein stut^ und flick mehr dient . . es wankt der bau, 

Und an der weisheit end ruft ihr ^um himmel: 

< Was tun eh wir im eignen schutt ersticken 
Eh eignes spukgebild das him uns ^ehrt?> 

Der lacht: ^u spat fur s tills tand und ar^nei! 

Zehntausend muss der heilige^ wahnsinn schlagen 
Zehntausend muss die heilige seuche raffen 
Zehntausende der heilige krieg. 

Das neue Reich (1929) has again the hieratic Trinitarian arrange- 
ment. Here George, who appears as the Lord of the Present, has 
finished his pilgrimage from the underworld of Algabal to the 
"New Empire’, which is the spiritual Germany visioned by Goethe, 
promised by Holderlin, and now realized between North Sea and 
^ "‘heili^ because the punishment of God. 
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Mediterranean, its horkon bounded by Hellas. Goethes let^te Naeht 
in Italien is an illumination of Goethe’s mission to the German 
race: purified by his suffering he brings them his own transfor- 
mation from Gothic to Classic. Der Krieg (published separately in 
1917) is a poignant personal statement of Ms own warning to the 
nation before the War began: 

Was euch erschuttert ist mir lang vertraut^ 

Lang hab ich roten schmiss der angst geschwit^t 
Als man mit feuer spielte . . meine trdnen 
Vorweggeweint . . heut find ich keine mehr. 

But after tMs lasMng of Ms people George ends, in iambic lines 
of great digmty, on a note of confident hope - the land cannot 
perish, for youth is hailing the gods, and - 

. . . Sieger 

Bleibt wer das schuPc(bild hirgt in seinen mar ken 
Und Herr der ^ukunft wer sich wandeln kann. 

The credit for tMs Wandlmg of the nation is given in Der Dichfer in 
Zeiten der Wirren (1921) to the poet; and here by a miracle of 
Mstory such as the prophecy of the coming of Christ by Virgil a 
passionate crescendo of prophecy would seem to have foretold 
the task and victor}^ of quite another Fiihrer than the poet: he 
acclaims : 

Ein jmggeschlecht das wieder mensch und ding 
Mit echten maassen misst- das schon und ernst 
Froh seiner ein^gkeiP vor Fremden stol'^' 

Sich gleich entfernt von klippen dreisten dmkels 
Wie seichtem sumpf erlogner hruderei 
Das von sich spie was murb und feig und lau 
Das aus geweihtem trdumen tun und dulden 
Den ein^igen der hilft den Mann gebiert . . 

Der sprengt die ketten fegt auf trummerstdtten 
Die ordnung- geisselt die verlaufnen heim 
Ins ewige recht wo grosses wiederum gross ist 
Herr wiederum herr t^ucht wiederum ^ucht- er heftet 
Das wahre sinnbild auf das volkssche banner 
Er fuhrt durch sturm und grausige signale 
Des fruhrots seiner treuen schar ^um werk 
Des wachen tags und pfian^t das Neue Reich . . . 
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No wonder that Goebbels sent George a telegram of congratulation 
on his birthday - which, one hears, George never acknowledged. 
The Fiihrer may have been taking the poet-dictator’s birthright.^ 
In any case it is not quite clear whether George’s Third Reich 
can be identified with that which was now established. George’s 
Reich, like that of Rilke, should be of the spirit. Surely George’s 
own message is that they who would enter the spiritual realm 
must cast off race and homeland and family: 

Dies ist reich des geistes: abglan^ 

Meines retches . . Neugestaltet^ neugehoren 
Wird hier jeder: ort der wiege 
Heimat hleiht ein marchenklang. 

Dtirch die sendmg durch den segen 
Tauscht ihr sippe stand und namen 
Vdter mutter sind nicht mehr. 

Stefan George died on December 4th, 1935, and was buried at 
Minusio. He had lived through nearly a year of Nazi rule. The 
rumour that in his will he asked that he should not be buried in 
Germany is false but significant. 

A first glance at Stefan George’s verse is likely to repel a new- 
comer. It is intended to ; the orthographical peculiarities have been 
described as barbed wire to scare intruders {^Stacheldraht wider 
Unberufene"), The new reader can only prove that he does not belong 
to the profanum vulgus by reading desperately on; and if he does so 
it is quite likely that familiarity will breed comprehension. The 
salient innovation is that capitals for nouns are discarded. Histor- 
ically these date only from the seventeenth century as a device of 
ornamental Baroque; Jakob Grimm rejected them, and since his 
days small letters for nouns have been a feature of Gelehrtendeutsch, 
George uses capitals for strong emphasis. Where he has his own 
spelling he is strictly logical, as in le:^t for let^t. His punctuation, 
after all, is just that of lawyers drawing up wills, and for the same 
reason: the pith of the meaning, because it is so vitally important, 
is guarded by being run on without stops or with very few. 

^ Hans Naumann dedicates the 6th edition of his DetUsche Dichtmg der 
Gegemvart (1933) to ^Unsere Fuhrer\ that is, George and Hitler, and draws a 
parallel between the two ; both spring from the holy lap of sound peasant 
stock, both are unfettered by kith and kin and wife {mbestppt md unheweiht\ 
both cherish the same ideals of race and leadership, both have grown tree- 
like speech by speech and King by King^ and both live only for followers and 
Cause. 
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George is credited with having formulated the rule: Kofnmas sind 
furKommis, In his treatment of separable prefixes he goes with the 
philosophers, who may require the literal meaning of each part of 
the word; thus da-sein has its literal meaning and not the paled 
significance of Dasein. George’s grammar is only occasionally wil- 
ful. He makes a phrase more opaque by using the Saxon genitive 
after a preposition : lit all der sommerstunden gluhender diirre . . . Mit 
deiner steilen gebusche verschwiegnem verlks | Sonnig gehreiteter gdnge nie 
furchendem kies. He copies the delightful practice of children who 
make weak verbs strong; but he would not intend his v(ugewmken 
to have the same effect as little Alice’s "he wunk at me’, and equally 
entertaining is Bis euch der sturm in weite oden jug. Warden uns erdachte 
seligkeiten must make any philologist wince. His invention of verbal 
nouns (welke for Welken, kite for Leitmg) is otiose, and in his 
parading of Middle High German words (tu^ht for Zucht^ selde for 
Gluck, etc.) he misses the magic effect of Rilke in Die heiligen drei 
Konige, His obsession for foreign words may sometimes prove a 
pitfall for the unwary: thus denkbild in his verse does not mean 
"monument’ hut gedachtes Bild; it is the Dutch denkbeeld over 
to mean the Apollonian vision of a shape. Ewe, too, has the mean- 
ing of Dutch eeuw ( = century). He may clip a senseless syllable 
{dachtnis for Gedachtnis), but he permits himself an occasional 
Dichter-e and archaic forms such as fleucht for fliegf. He uses die for 
die{jenigen), die; i.e. he omits the demonstrative. He will make a 
preposition serve for adverb {und vdter die ich seit t^ur gruft geleitet) 
or for conjunction (Der kelch einer t^eitlose duftete vor er sich schloss). 
His syntax is fairly normal, but he plays with Romance construc- 
tions and anacolutha. 

The subtlety of George’s technique does not lie in such curios- 
ities; it lies in his modulation of vowels (u=Susse; ei=Eisigkeit; 
etc.) to evoke differing moods, his manipulation of alliteration, 
and his tireless variation of these tonal qualities. These devices 
give him a gorgeous (or shall we say Georgeous ?) style which 
can at once be detected as his if any scrap of it is put before one 
who has once read his way into it. 

George’s metrical qualities will inevitably be compared with 
those of Rilke, and here there are two features which no one can 
miss : firstly George’s preference for monosyllables, and secondly 
his avoidance of or peculiar use of enjambment. George’s enjamb- 
ment is often illusory. In other words he has a sharply defined 
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'Endstil^ and thus has not that marvellous fluidity which Rilke gets 
by his masterly HakenstiL In Rilke’s verse the flawless flowing into 
each other of line and line is a result of the ecstatic rapidity of his 
thought, while the steady halts of George’s verse are due to his 
measured and vigorous tread. Rilke’s verse flows as a molten 
mass; George’s verse has passed the state of molten flux and is 
given us in shaped rigidity. The molten flux is Dionysian Rausch^ 
and Rilke gives it as such; George transforms Rausch to Apollonian 
Gehilde, Another feature is the steady regularity of George’s lines; 
they are intended to be scanned ~ and generally must be scanned - 
in Herr Opitz’s way. But it is just this steady beat of scansion 
which marks George’s verse, in its period, with strangeness. The 
most perfunctory analysis of German verse will show that even 
where Herr Opitz’s rules are most rigorously applied scansion by 
the old German rule of so many lifts to the line and with the 
number of dips free is not only possible but may even show where 
the melody of the verse lies. Scansion by classical feet takes no 
account of subsidiary stress; or at least a subsidiary stress must be 
reckoned, very artificially, as a main stress; whereas in Germanic 
scansion the main stresses bring the chief words into prominence 
while the subsidiary stresses recede. George’s scansion is governed 
by the slow pace the reading requires to get the effect - and the 
use of monosyllables slows down the line; so that in such lines as 
Nennt es den hUtv^ der traj den wink der lenkte : | Das ding das in mich 
kam v(u meiner stunde there is a kind of level stress throughout, not 
with trochee for iambus at the beginning of the first line, not with 
the natural three stresses {ding^ kam^ stunde) in the second. But 
George’s short-lined lyrics - and they are his most musical - may 
be read with Germanic scansion: 

/ / / 

Keins wie dein feines ohr 
/ \ / / 

Merkt was tief innen singt 

f / / 

Was noch so schuchtern schwingt 
/ / / 

Was halh sich schon verlor. 

There is of course no suggestion that George’s verse has the 
wooden regularity of Opitzian verse. It has George’s personal 
rhythm: he strides on with his relentless firm tread (weiterschreiten 
is a favourite word of his). Some one has said that his metrical 
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feet pass like a regiment of grenadiers doing the goose-step. Mar- 
vellous, too, is the way the cold breath of his pride or the wither- 
ing hiss of his scorn chills his lines, particularly his blank verse: 
it is a commonplace to refer to his eisige Blankverse. His stanzas 
have generally the insulation of his individual lines, though over- 
flow of stanza into stanza {Strophenverschlingm^ does occur (e.g. 
in the first poem of Der Teppich des Lebens). Every stanza is as a 
rule a separate entity; if for instance we examine Wir schrei ten auf 
md ab im reichen flitter we can, as Schaeffer shows, transpose the 
first and last stanzas without changing the effect of the poem. 

Of the Georgeans (die Georgeaner) it might be said that, with 
the exception of Gundolf perhaps, only those who moved away 
from the Circle achieved a permanent place in literature, karl 
WOLFSKEHL (1869-1948), a Jcw, hailed from George’s Gymnasium 
at Darmstadt; he devoted himself at the University to Germanic 
philology; his Al teste deutsche Dichtung (edited in conjunction with 
Friedrich von der Leyen), and his epics {Wolfdietrich^ Thors Hammr) 
are evidence of these studies.^ ludwig klages (1872-1956) philo- 
sophized and (like Ernst Bertram) went Nordic; his Die psjchologi- 
schen B^rrungenschaften Niet^^sches is important. Friedrich wolters 
(1876-1930) specialized as an adapter of old hymns, psalms, and 
sequences, but counts most for his monumental work on George 
and the Circle, ernst Bertram (1884-1957), Professor of German 
literature at Cologne, is the only one of the Circle who found 
favour with Nazi critics; and this because of his racial correctness. 
George’s own racial attitude was, as we have seen, suspected: he 
had said that he had fled from the claws of the damp dragons of 
the North to drink in the sun of the South {J)ort sog ich sonne | 
Nach einer flucht aus Jeuchter drachen kralkri) and in 'Kheintafeln he 
had bidden his Germans talk of the New Empire only when his 
own fiery blood, his Roman breath (^mein romischer hauch*) coursed 
through their obtuse and obstinate souls ; it is pretty clear that he 
himself as a Rhinelander dreamed of bringing the mellow culture 
of the Romance races to his benighted brethren. Ernst Bertram 
defected from this sunny doctrine and discovered the stars of hope 
in Nordic night and mist: in the poetry of his Das Nornenhuch 
(1925) he bodies forth the qualities of Teutonic culture, and seeks 
to renew Nordic myth. In his book of essays Deutsche Gestalten 
(1934) he brilliantly interprets Stifter, Nietzsche, and Kleist. But 

^ Gesammdte Dichtungen (1903), 
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feet pass like a regiment of grenadiers doing the goose-step. Mar- 
vellous, too, is the way the cold breath of his pride or the wither- 
ing hiss of his scorn chills his lines, particularly his blank verse: 
it is a commonplace to refer to his eisige Blankverse. His stanzas 
have generally the instilation of his individual lines, though over- 
flow of stanza into stanza {Strophenverschlingun£) does occur (e.g. 
in the first poem of Der Teppich des Lebens). Every stanza is as a 
rule a separate entity i if for instance we examine Wir schrei ten auj 
und ah im reichen flitter we can, as Schaeffer shows, transpose the 
first and last stanzas without changing the effect of the poem. 

Of the Georgeans (die Georgeaner) it might be said that, with 
the exception of Gundolf perhaps, only those who moved away 
from the Circle achieved a permanent place in literature, karl 
WOLFSKEHL (1869-1948), a Jew, hailed from George’s Gymnasium 
at Darmstadt; he devoted himself at the University to Germajoic 
philology; his Alteste deutscbe Dicbtung (edited in conjunction with 
Friedrich von der Leyen), and his epics {Wolfdietricb^ Thors Hammer) 
are evidence of these studies.^ ludwig klages (187Z-1956) philo- 
sophized and (like Ernst Bertram) went Nordic; his Die psjchologi- 
schen Errungenschaften Nietzsches is important, fexedrich wolters 
(1876-1930) specialized as an adapter of old hymns, psalms, and 
sequences, but counts most for his monumental work on George 
and the Circle, ernst Bertram (1884-1937), Professor of German 
literature at Cologne, is the only one of the Circle who found 
favour with Nazi critics; and this because of his racial correcmess. 
George’s own racial attitude was, as we have seen, suspected: he 
had said that he had fled from the claws of the damp Wagons of 
the North to drink in the sun of the South (Dort sog ich sonne | 
Nach einer flucht aus feuchter drachen krallen) and in Rheintafeln he 
had bidden his Germans talk of the New Empire only when his 
own fiery blood, his Roman breath (^mein romischer bauch’) comsed 
through their obtuse and obstinate souls; it is pretty clear that he 
himself as a Rhinelander dreamed of bringing the mellow culture 
of the Romance races to his benighted brethren. Ernst Bertram 
defected from this sunny doctrine and discovered the stars of hope 
in Nordic night and mist: in the poetry of his Das Nomenhucb 
(1925) he bodies forth the quahties of Teutonic culture, and seeks 
to renew Nordic myth. In his book of essays Deutsche Gestalten 
(1934) he brilliantly interprets Stifter, Nietzsche, and BCleist. But 
* Gesammelte Dichtuagen (1903). 
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the great literary critic of the Circle was Friedrich gundolf (i88o- 
193 1), a Darmstadt man, and like Wolfskehl a Jew (his real name 
was Gundelfinger). He joined the Circle in 1899 as a nineteen- 
year-old very handsome boy with a mop of blue-black hair and 
a nose only imperceptibly vaulted, and beneath a broad brow 
brilliant bright blue eyes with the flat pupils of eagles (to quote 
the Georgeous description of Wolters). His criticism is perhaps 
too dazzlingly subtle and intricate to stand the test of time; and 
he is apt, as in his George (1920), to prove in philosophically tech- 
nical language, in which only a Hegelian could find flaws, his 
monumental conception of the idol in the worship of whom he 
erects his own monument. He is a schoolman {Scholastiker\ ar- 
moured with authority, but with a poet’s verbal magic: and the 
term ‘heroic criticism’^ is fitting because of Gundolf’s relinquish- 
ment of creative poetry to create an interpretation of it which is, 
or is intended to be, of equal artistic value. His Georgean trans- 
lation of Shakespeare {Shakespeare in deutscher Sprache^ 10 vols., 
1908-14) fails because it is Georgean. 

RUDOLF BORCHARDT (1877-1945) was rather a meticulous stylist 
of the Georgean pattern than one of the Georgeans proper, with 
whom indeed he carried on an embittered feud. As such formalists 
are apt to do, he pondered his work till ripe maturity; it was not 
till after the War that he released his tours de force: his epic of 
chivalry Der Durant (1921), in which a knight sinks from the over- 
refined subtleties of courtly love to the low level of nideriu mmne\ 
his translation of Dante’s Vita nuova into a kind of Middle High 
German was followed by his rendering in the same lingo of the 
Divina Commedia^ which was published in 1930 as Dante Deutsch; 
Verkmdigung (1920), his dramatic challenge to Paul Claudel’s 
JJannonce faite a Marie \ his pastoral play in alexandrines, Die 
geliehte Kleinigkeit (1923). But he had already expounded his 
new conception of classical style in Gesprdch uher Former (1905; 
attached to his translation of Plato’s Lysis) and in his Kede uher 
Hofmannsthal (1918), while in his Biblical experiment Das Buch 
Joram (1907) he had exemplified his programme of classical form 
achieved by a mastery of archaic language. His essays (HandJungen 
und Abhandlungen^ ^9^8) laboured brilliance. His interpreta- 

^ Shakespeare und der deutsche Geist ( 1911 ); Hdlderlins Archipelagus ( 1911 ); 
Goethe ( 1916 ); YJeist ( 1922 ); Casar ( 1924 ); Paracelsus ( 1927 ); Shakespeare, Sein 
Wesen und sein Werk ( 1928 ); Komantiker ( 1930 ). 
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tions of Hofmannsthal’s Alkestis and Stefan George’s Der siehente 
RJn^ are quite wonderful in their way. He, too, translated Swin- 
burne. 

ALBRECHT SCHAEFFER (1885-1950), like Rudolf Borchardt, re- 
jects George’s circle as sterile imitators. He is, however, a con- 
fessed Georgean, though he swerved to drama (Demetrius, i^zz) 
and to the novel. He counts mostly for the ultra-refinement and 
rich colouring of his prose, which make the three volumes of his 
aesthetic novel Helianth (1920) one of the notable works of the 
period ; it has been likened, with its infolded pictures, to a majestic 
gobelin. His work in verse and prose is so voluminous and varied 
that for a clear idea it would have to be sectioned off according to 
periods, theme, and style. To his Hellenistic phase belong Attische 
Ddmmerung (1914), Heroische Fahrt (1914), and the two volumes of 
Griechische Heldensagen (1929-30). His poem Der gottUche Dulder 
(1920) forms a group with his translations of the Odyssee (1927) 
and the llias (1929). In his ‘Attic myth’ Der Raub der Persephone 
(1920) the interest lies in the metrical manipulation to fit the shift- 
ing moods and in the delicate coloration. The myth is spun out 
to thin threads ; the throb of interest is anaemic, the aim being to 
achieve verbal effects. The poem is therefore a typical product of 
Georgean Artistenkunst, though there is a loosening here, as else- 
where, of George’s strict prosodic pattern. Schaeffer’s Novellen 
(collected in Das Prisma, 1924; Miffemacht, 1928; Das Opfertier, 
1931 ; Knechte und Magde, 1931) belong to expressionism in so far 
as they have for theme the regeneration of the protagonist from 
a degraded phase of humanity to a high conception of duty and 
of fellowship with other mortals (Wandlung). This is a far fling 
from the classical definition of the Novelle as the unfolding of a 
strange event (eine merhorteBegebenheit) and its impact on characters 
already formed and finished (fertige Charaktere). Thus the prota- 
gonist in two of Schaeffer’s typical Novellen, Christacker and 
Fidelia are morally re-created by what happens. Christacker is the 
Scrooge theme of redemption by pity: the dreams of a night bring 
an ice-cold curmudgeon closer to his fellow men. The lines are 
still grotesque, but there is not the loud humour affected by 
Dickens, and there is a complicated psychological basis with a 
refined symbolism. The surname itself is symbolic: it has been 
changed from a coarse-sounding name (apparently Mistacker); 
the character is faintly imaged as a field in which is sown the seed 
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of Christian charity. The agent of conversion is a demonic cat 
which turns out to be the hero’s own faint life lying like a dead 
weight on his chest. Fidelio is the story of a bovine bass opera 
singer (Bassbuffo) - formerly a locksmith - who murders his mis- 
tress in a fit of jealousy and afterwards hardly remembers the deed. 
He is schizophrenetic, and it is only when, after release from 
prison, he is nobly treated that he realizes what he is and what he 
has done, and sets out with his forgiving wife and children to 
begin a new life in America. His father was a Slav, and 
the implication that the criminal half of his psychology comes 
from the paternal side. There is the same generous interpretation 
of moral disgrace and degradation in Das Gitter (1923), a study of 
incest on the part of brother and sister. Josef Montfort (1918) has 
elements of the macabre novel, while Elli odersieben Treppen (1920) 
records a girl student’s descent to prostitution. To begin with she 
acts as secretary to a learned writer, who is taken to be Karl 
Wolfskehl. The book is notable for its presentation with malice 
prepense of the overwrought Georgean atmosphere. In 1938 he 
found asylum in New York and did not return till 1950; in New 
York he wrote his last novels Rudolf Emprum oder des Lebens EJn- 
fachheit (1945), Jama du Coeur (1949), and Der Geisterkhrling und 
seine Frauen (1949). The scene of fauna du Coeur shifts from Eng- 
land in the time of Cromwell to Germany after the Peace of West- 
phalia; the novel has the atmosphere and colouring of Barock, 
but the heroine matures in the chaos of a post-war period in which 
our own period is adumbrated. 

The next school of lyrists, ‘die Charontiker’, definitely opposed 
George’s antique and Romance culture and demanded a German 
style and a simplicity which should without strain and without 
scanning by feet express the ‘immanent rhythm’ Holz demanded. 
The monthly journal of the group, Der Charon, was founded in 
1904 by OTTO zuR LINDE (i 873-193 8) and Rudolf Pannwitz. Charon 
is conceived as the ferryman plying between the reality of today 
and the realm of dream and spirit beyond. It was in Charon that 
the term ‘expressionism’ was used for the first time by Otto zur 
Linde in 1911. Historically considered the importance of the 
Charontiker lies in the influence they have had on the develop- 
ment of poetic form. As to the rejection of scansion the problem 
is: how much of this derives from the Dionysian rhythms of 
Nietzsche’s Zarafhustra or from Walt Whitman’s ‘barbarous yawp’ ? 
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As regards this we have znt Linde’s statement in his Arm Hol^ 
md der Charon^ which he wrote to counter HoLz’s system: ^Ich kerne 
Walt Whitmannl (sic) 'nichf, babe wohl nie einen englischen Vers von ihm 
gelesen^ und an Vhersett^ungen nur etwa hundert ^itierte Verse\ What he 
admits he had seen might of course have been sufficient; and 
Freiligrath’s translation, as well as the more recent one of Karl 
Knorte and T. W. Rolleston, was available, as well as Johannes 
Schlaf’s first essays on Whitman (1898). It is probably accidental 
that ^ur Linde’s "phonetic rhythm’ is (in practice) identical with 
that of Stefan George: reiteration in a line of the same consonant 
or vowel, inner rhymes, assonance, alliteration. But distinct from 
George’s technique is zur Linde’s use of impure rhymes, and 
frequent rhyming of short and long vowels: flog — noch^ Kluft — 
ruft^ Tod — Gott The chief factor in the revolutionary structure (if 
it is revolutionary) is accentuation. The free distribution of stresses 
is sometimes drastic, and zur Linde is particularly fond of con- 
triving lines with, say, three imstressed to seven stressed syllables. 
But the apparent clash of stresses in such a line as ^Dann mrd die 
Welt grdu bis Abendrof is as old as the hills (Luther’s Der 
altbdse VeindX)\ phonetically there is no clash, for there is (there 
must be) a pause between the two consonants. There is greater 
daring in such a line as ^Aufl endloser^ weisser heisser Heide ging icb 
hin*\ this is not cacophonous; the rhythm drags from stress to 
stress to give the dragging of weary feet over white sand. System- 
atic is zur Linde’s lengthening or shortening of lines ; often there 
is a long loose preparatory roll with, at stanza ends, a short or 
shorter line perhaps with heaped stresses like the last hammer- 
blows - a driving home by intense concentration. Quite recently 
the loosely billowing line, not of Whitman but of Klopstock 
(phonetically spurious hexameters!) has been put forward as a 
vital influence in contemporary verse structure. One of the poets 
of today, Hans Egon Holthusen, agrees : "we have Klopstock in 
our bones’, he writes to me; but he adds that his own Unear 
rhythm may go back to ^der freigefullte Vers der althochdeufschen 
Heldenlieder (Hildebrandslied!) ; and in any case he and the other Ger- 
man poets of today, however much they may crack up lEliotismus^ 
are (as Holthusen says) Hm Sfrahlmgshereich der spdten Tyrik TJlhes\ 
Research might show that there is the hardening of the Duineser 
Elegien^ to ring in harmony with the hardened mentality of today, 
in the new Anglo-American verse. Simply stated zur Linde’s sys- 
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tern is (and it does correspond to the German 'Eliotismus of today)* 
put the stress where the sense needs it, and that will give 'Eigen- 
bewegung ' ; every poem will then have its own rhythmic movement 
just as every separate thing - a train, a clock, a wave - has its own 
rhythm, and division into lines is then illusory, for there is one 
continuous wave of rh)Thm. The individual poem reproduces 
undulations of feeling in the poet, and these undulations of feeling 
constitute the rhythms - not the rhythm - of the poem ; no rhythm 
therefore, is fixed, but follows this flux of feeling; rhythm, there- 
fore, being unfixed, is infinite, and verse is to be measured by the 
intensity of the poet’s feeling, which may swerve and vary and 
rise and fall in any individual poem. But the conceptions, and the 
ideas, which inspire the poem, also float and flash and vary: in an 
individual poem we have a flux of things seen and visioned; and 
the vision is intimately wedded to the dynamic rhythmical flux. 
Rhythm is phonetic in the sense that it reproduces the actual 
voice of the individual poet, with the rising and falling stress and 
the melodic colouring fashioned physiologically. But the words of 
the poem themselves change their sense and import as the vision 
and the rhythm change; there is no fixity of meaning in words 
and no fixity of meaning in a concept ; for inspiration is instantly 
creative. Here zur Linde’s technique, his 'Wort~Magie\ is the very 
secret of Dylan Thomas’s word-worship ~ 'die Magie des Etjmolo- 
gischen\ such as we find it here and there in Klopstock; zur Linde 
has an urge, as Rudolf Pannwitz puts it, ‘to extract words with 
their roots’; that is, he pierces to the mystic meaning in the very 
sound. It is really the asso^iatives Denken of a later period (p. 471). 
Zur Linde’s principles of verse structure ~ and at the same time 
his philosophy of life - are laid down in Die KugeL Eine Philosophie 
in Versen (1906, and ed. 1923) as well as in Arno Hol^ md der 
Charon (1911). His Gesammelte Werke^ which had begun with Thule 
Traumland (1910), followed in eight volumes till 1925 . Very helpful 
is : Otto zur Linde : Charon, Auswahl ausseinen Gedichten. Einfuhrung 
von Hans Hennecke, 1952. As to the matter of his verse zur Linde 
is the first of the cosmic My f hiker - Pannwitz, Mombert, Daubler 
follow ~ who concentrate aeons into a moment of time; and what 
these aeons have created is re-created in a flash in their mood of a 
moment; what rolled around them as chaos takes close-seen tele- 
visionary form in the moving mirror before them and is fashioned 
in phases with its inner meaning sung into words. Chaos is cos- 
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mos; for it is close-visioned as shape and heard as the harmony of 
the divine purpose. The poet’s mind thus fixed and functioning is 
itself the universe as it was, as it is and ever shall be, and the sense 
of existence sings itself into floating rh3'thms that shape them- 
selves to the very feeling of the ideas they convey and wed them- 
selves to the inner melody of the ever-moving cosmos. 

RUDOLF PANNWITZ (1881- ) described his development in his 
Grundriss einer Geschichte meiner Kxiltur (1921) and explained the 
aims of the Charontiker in his Kultur, Kraft, Kunst (1906). He parted 
from zur Linde because he had come to the conclusion that in the 
Charontic style there was formlessness due to the rejection of the 
culture of Greece and Rome {die Antihe). He then returned to his 
previous allegiance to Stefan George and adopted the Georgean 
orthography with small letters for nouns and scant punctuation. 
His work, which covers a vast range, is at first densely obscure 
but clears gradually, and there is still a following for his abstruse 
metaphysical and mythical poems, in which, in the wake of Nietz- 
sche, Otto zur Linde, and Stefan George, he probes a wav to a 
new cosmic Mythos, as in his epics Das Kind Aion (1919), Mjthen 
(in ten parts, 1919-22), Episches Zeitgedicht (1919), Das Geheimnis 
(1922) and Die Trilogie desLebens (1929). Pannwitz is himself with 
his remote personality a mythical figure; from 1921 to 1948 he 
lived the life of a recluse on a Dalmatian island, and here his 
mature works were completed. In the drama he is represented by 
Dionysische Tragpdien (1913), 'Baldurs Tod (1^1 f), and then Philolethes 
and Orpheus (1922). His lyric verse is best stuped in Urblick (1926) 
and his selection Eandschaft-Gedicbte (1954), to which he has at- 
tached an interpretative Nachmrt. The best known of his narrative 
prose works are Orplid (1923) and his ‘Bildtmgs- tmd Erziehungs- 
roman’ Das neue Leben, which attempts the scope of Goethe’s 
Wilhelm Meister. Of his paedagogical and philosophical works the 
most important is Die Krisis der europdischen Kultur (1917), in which 
he interprets Greek tragedy, French classicism, Shakespeare and 
Byron and adumbrates the possibility of a culturally united Eur- 
ope, a ‘new European cultural humanity’, an idea which is also 
the base of his Deutschland und Europa (1918) and Die deutsche Idee 
Europa (1931). His dithyrambic Die deutsche Eehre (1919), Nietz- 
schean with Stefan George’s devices, might be taken to be spread- 
ing Nazi ideology at a time when Hitler was still a brooding 
ex-Feldwebel. 
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Of the other members of the Charontik group karl rottger 
(1877-1942) wrote, as well as verse, dramas {Simson, mai) J 
Beruf mg des Johann Sebastian Bach, 1933; Wolfgang Ama 

dms Mozart, 1941), while rudolf paulsen (1883- ) a son of tt, 
Berlin philosopher Friedrich Paulsen, gave a philosophic tinge to 
his poetry and, in days which crowned the Nordic ideals of bi« 
group, qualified as a Nazi hymnist. 
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I f the judgment of the most reputed critics is to be accepted the 
greatest lyric poet of modem times in Germany, and one of the 
very greatest writers in the whole history of German literature, 
is RAINER MARIA RILKE (1875-1926). Rilke met Stefan George in 
1897 in Berlin, but was never actually" a member of the circle; and 
though his technique is related to that of Stefan George this is 
probably to be explained as common adhesion to a contemporary 
reaction against naturalism and to imitation - which was in the 
air - of the tonal devices of the French symbolists. Rilke himself 
acknowledged primary discipleship to the Danish writer Jens 
Peter Jacobsen and to Maeterlinck. Jacobsen’s Niels Lyhe, Mke 
thought, might have been his own biography; and it taught him 
to seek in nature sensuous equivalents of what was most delicate 
and mcomprehensible in himself. To Jacobsen, too, Rilke owed 
his perception of the matter of poetry in whatever lay before his 
eyes (^Bereitschaft mmhkrischem Schauetf^)', while Maeterlinck’s 
:arly work (L« Tresor des Humbles) taught him that there is deeper 
tragedy in the reality of everyday life than in the figments of 
adventurous romance. These influences remained as the base of 
!iis development, but there is no tangible evidence that George 
added anything to the towering superstructure. Rilke was a mys- 
ic, but with a mere inkling of what is mysticism to the philo- 
jophers; he told Hermann Pongs that except for a few pages of 
Schopenhauer he was unread in mysticism and philosophy. For his 
neetings (1898-1900) with the Berlin philosopher Georg Simmel 
see page 180. Later he read Plato and Bergson, and towards the 
:nd of his life Juan de la Cruz. The great influences of his maturity 
vere impressions of travel, and above all the shaping of his con- 
:eption of God by his two visits to Russia and his Russian studies. 
^ —Alle Dinge sind poesiereif. 
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slave of woman. Their gospel was the Ahfterrecht (iS 6 i) of Johann 
Jakob Bachofen, who sees in the 'raging rapture and ordering 
motherly care’ of woman the principle of the organic; and from 
this gynaecocracy they evolved a new cosmic philosophy (whence 
they are called, in the relevant literature, Kosrmker") in which 
Eros is female. It seemed possible that George might be deposed 
from leadership of the Circle because of his ^Persom2ku/f\ that is, 
his cultus of male friends ; and in any case this cult of the female 
in all her primeval superiority was bound to be anathema to a 
declared gynophobe like George. His lambs (including Gundolf) 
returned to the fold when he asserted his authority; and it is pos- 
sible that the production of his God was not precipitated by this 
crisis ; -what is certain, how'ever, is that Maximin restored his peace 
of mind. In Maximin he found the realization of his dream and 
the fulfilment of his religion: body made God and God made 
body. Having the spiritual idea of the God he demanded its visual 
perception. (As some of the schoolmen reasoned: the idea of a 
thing can only exist if the thing itself exists.) Thus he created 
God. Gundolf interpreting says that male beauty (Eros) excites 
the spiritual desire of procreation just as the beautiful female 
(Aphrodite) excites the physical desire of procreation. Only the 
Greeks^ and the Germans, he adds, have deified beautiful youths, 
because these inspire to heroic deeds and spiritual creativeness. 

Maximin as the new God appears in Dersiebente PJng (i 907-1 1). 
The book falls into seven parts, each with poems to a multiple of 
seven - a holy number. The central part is Maximm\ and round 
the revelation of divinity in this central part revolve the poems of 
the other three parts on each side, the central idea being to show 
the existence of divine beauty in a world which had seemed deser- 
ted by God. Since God is revealed in the beautiful body of man, 
man is divine; and divine too is the world in which man appears 
as God; therefore we must animate all things with the divine 
essence which is thus proved to be on earth, and thus we shall 
prepare the "new life’. 

^ Ernst Morwitz - whose book on George is the clearest and most sensible 
there is - points out ^dass die Griecben an einem mederkehrenden Fesf die Gestalt 
des Apoll in einem Knahen verkdrpert sahen, ihn durch das 'Land sandten und das 
Geheimnis der noch alle lehendigen Keime umschliessenden Jugendform dadurch feierten^ 
dass sie ihn wahrend seines Um^uges als den Gott selbsf anheteten. Den Sinn dieses 
Erlebnisses sucht der Dicbter in den 'Versen ^Auf das Lehen und den Tod 'Maximins* 
von verschiedenen Sichtwinkeln aus f assent 
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I f the judgment of the most reputed critics is to be accepted the 
greatest lyric poet of modem times in Germany, and one of the 
verj" greatest -writers in the whole history of German literature, 
is RAINER MARIA RILKE (1875-1926). Rilke met Stefan George in 
1897 in Berlin, but was never actually a member of the circle; and 
though his technique is related to that of Stefan George this is 
probably to be explained as common adhesion to a contemporary 
reaction against naturalism and to imitation - which was in the 
air - of the tonal devices of the French symbolists. Rilke himself 
acknowledged primary discipleship to the Danish writer Jens 
Peter Jacobsen and to Maeterlinck. Jacobsen’s Nk/s 'Ljhm, Rilke 
thought, might have been his o-wn biography; and it taught him 
to seek in nature sensuous equivalents of what was most delicate 
and incomprehensible in himself. To Jacobsen, too, Rilke owed 
his perception of the matter of poetry in whatever lay before his 
eyes (^Bereitschaft mwdhlerischem Schauen ’^) ; while Maeterlinck’s 

early work (Le Trhor des Humbles) taught him that there is deeper 
tragedy in the reality of everyday life than in the figments of 
adventurous romance. These influences remained as the base of 
his development, but there is no tangible evidence that George 
added anything to the towering superstructure. Rilke was a mys- 
tic, but with a mere inkling of what is mysticism to the philo- 
sophers; he told Hermann Pongs that except for a few pages of 
Schopenhauer he was unread in mysticism and philosophy. For his 
meetings (1898-1900) with the Berlin philosopher Georg Simmel 
see page 1 80. Later he read Plato and Bergson, and towards the 
end of his life Juan de la Cruz. The great influences of his maturity 
were impressions of travel, and above all the shaping of his con- 
ception of God by his two visits to Russia and his Russian studies. 
=AIU Dinge sind poesiereif. 
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In his closing years his study of Paul Valery may have sustained 
him in the last distortions of his style. But to a mind so original 
influences count for comparatively little; Rilke made himself in 
utter loneliness of spirit and in restless mental torment. 

Rainer Maria Rilke was born at Prague on December 5rd to 4th 
1875, at midnight, that hour in which the Saviour was born, for 
which reason he was christened Maria as well as Rene. This second 
name he himself changed, in 1899, to Rainer, because this name 
was ‘beautiful, simple, and German’. His birth was premature; 
this may explain something of his shrinking delicacy throughout 
his life. It has been shown that there is no foundation for the 
romantic fancy he himself nursed so pathetically that he was the 
last scion of a noble family of Carinthia, a long line of officers; on 
the father’s side his ancestors were peasant proprietors in Bohemia, 
on the mother’s burghers of Prague. There is no need to regret 
the illusion, for in the ripeness of time it was the inspiration of 
one lovely poem in honour of an imaginary ancestor (Die Weise 
von Liebe und Tod des Cornets Kilke)^ and, in 1 906, of his Selhstbildnis^ 
much more attractive than the best portraits the photographers 
could manage : 

Des alien lange adligen Geschlechtes 
Festsiehendes im Augenbogenbau. 
bn Blicke noch der Kindheit Angst und Blau 
und Demut da und dort^ nicht eines Knechtes^ 
dock eines Dienenden und einer Frau, 

Der Mund als Mund gemacht^ gross und genau^ 
nicht iiberredend, aber ein Gerechtes 
Aussagendes. Die Stirne ohne Schlechtes 
und gern im Schatten stiller Niederschau , , , 

It may, too, have been an illusion that his mother was cruel to 
him in his childhood; as the daughter of an Imperial Councillor 
she was of somewhat better class than her husband, a railway 
official, from whom she separated in 1884. It is known that till he 
was five she brought him up as a girl, with a girl’s long hair and 
clothes, and gave him dolls to play with. The boy was educated 
at the Cadets’ Schools of St. Polten and Weisskirchen in Moravia. 
At Weisskirchen he was bullied by the more robust boys, and his 
spiritual suffering marked him for life ; at first he humbled himself 
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to suffer like Christ,^ and then - a strange experience for a mystic - 
he turned away from Jesus because, he thought, He barred the way 
to God. This hatred of Jesus^ shows violently in his early work, 
e.g. in his short story Der Apostel (1896), though here the main 
ferment may have been Nietzsche’s denunciation of Christianity. 
In 1891 he was taken away from the cadet school on the grounds 
of persistent ill health, and studied for a year at the Handelsschule 
at Linz. In 1894 he passed his leaving examination. On his return 
to Prague he began to write. His l^ehen md l^ieder (1894), of which 
only five copies remain in existence, represent his juvenilia; in 
Larenopfer (1896) his cult of death begins to appear; in the lyrics 
of Wegwarten (1896), of which three hundred copies were printed 
to be given away to the sick in hospitals and to the poor, we find 
the poet’s first experimental touches in alliteration, pictorial com- 
pounds, and verbs for adjectives: 'Die'Luft kch^ krchenlustern . . . , 
blutenhe^ungene Zweige, hlauender Waldsee. 

In 1896 Rilke went to Munich and in 1897 to Berlin. Between 
1898 and 1900 he stayed a few months in Italy and twice visited 
Russia. The Russian experience was vital. His guide was Lou 
Andreas-Salome (p. 533). In 1899 Rilke stayed a week at Moscow 
and six weeks at St. Petersburg, and on his return to Germany he 
plunged fiercely into the study of the Russian language and of 
Russian history. On his second visit in 1900 he travelled in South 
Russia and the Ukraine, spent a few hours with Tolstoy at Jasnaya- 
Poliana, and went up the Volga to Saratov. He had thought that 
he had foimd his spiritual homeland in Italy; now he was sure he 
had found it in Russia. Florence, with its beggars ever creating 
God in the frescoes of Fra Angelico, had merely prepared him for 
Moscow. The level Russian plain stretching away to infinity, the 
simple religion of the peasants, to whom God was near as a 
neighbour, made a deep impression on his mind. A few years 
later he was to write to his friend, the Swedish writer Ellen Key: 
^Rmsland wurde fur mich die WirkJichkeit und v(ugleich die fiefe^ td^iche 
Einsichf: dass die Wirklichkeif etwas Femes ist, etwas^ was unendlich 
langsam Jenen kommt^ die Geduld haben. Russland - das isf ein Fand^ 
wo die Menschen einsame Menschen sind^jeder mit einer Welt in sichjeder 
voll Funkelheit^ wie ein Berg; jeder fief in seiner Femuty ohne Furcht^ 
sich erniedrigen und deshalh fromm, Menschen voll Ferne^ Ungewissbeif 

^ ^Ich hide es, mil Christus es gelitten hat, still und ohne Klagef 

2 Equally marked but less strange in the verse of the Jew Albert Ehrenstein. 
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mid Hoffmmgeu - Werdended And over all a God who has never 
been defined, who eternally transforms Himself and grows. A 
God who ripens stage by stage with the ripening of those who 
seek Him. And Rilke believes that he must now ripen himself bv 
ripening the God within him; his God will only be great if he 
himself is great. 

At Florence Rilke had met the painter Heinrich Vogeler, and 
at his invitation he visited Worpswede, a village in the flat heath- 
land (Moordorf) near Bremen; here a colony of artists had gathered 
whose ideals touch those of the impressionists : influenced by Julius 
Langbehn’s Rembrandt alsBtxkher (pp. 444-5), they regarded them- 
selves as the heralds of a new spirit which should regenerate the 
intellectual life of Germany by freeing it from the miasmas of city 
life. Vogeler contributed to impressionism by his book illustra- 
tions, and the Worpswede artists point forward to Heimatkunst: 
one of them, Fritz Mackensen, proclaimed: ‘der rechteKiinstler kann 
gar nicht lokal genug sem\ They specialized in heaths and silver 
birches, and the far vistas of the North German plain, in which 
Rilke thought he might recapture his Russian sensations of dis- 
tance and infinity. At Worpswede Rilke met a yotmg sculptress, 
Clara Westhoff, whom he married in the spring of 1 90 1 . A daughter 
was born in December, but in the following May they separated; 
there were financial difficulties (publishers refused to lend on pros- 
pects); and in any case Rilke’s incapacity for wedded life stands 
out stark and clear from his correspondence. But the two remained 
friends, and met occasionally; the daughter married Carl Sieber, 
the editor of the poet’s letters. Rilke was doomed by his restless 
nature to be a homeless wanderer over the face of the earth; but 
from his homelessness he drew the mood of some of his most 
poignant writing. Life in common with the artists of Worpswede 
had turned his mind to consideration of the nature of art, par- 
ticularly of sculpture; his wife had been a pupil of Rodin in Paris, 
and Rilke began to surmise that in Rodin he had discovered his 
pattern. He stayed in Paris from August, 1902, to March, 1903, 
returned repeatedly, and in due course lived in Rodin’s house at 
Meudon as the sculptor’s secretary. In his first stay in Paris Rilke 
suffered acutely from the noise of the city; he had the sensation of 
being run over by vehicles. To his wife he wrote: ‘Mich dngstigen 
die vielen Hospitaler, die hier iiherall sind. Ich verstehe, warum sie bei 
Verlaine, bei Baudelaire und Mallarmi immerfort vorkommen. Man sieht 



RILKE 


163 

Kranke^ die hinge hen oder hinfahren^ in alien Strassen . . . Man fuhlt an] 
einmal^ dass es in dieser weiten Stadt He ere von Kranken gibt^ Ar/neen 
von Sterhenden^ Volker von Totend He had not been conscious of the 
misery of the other great cities he knew. He did not run away : 
like Verhaeren nerve-wracked in his tentacular city he hardened 
himself, ^eben mil es schwer ist\ (Carlyle: 'Do that which thou 
fearest to do.’) He shut himself off from company, but spent days 
in the Bibliofheque Nafionale. In 1903 he escaped, a sick man for all 
his defiance of his malaise (as he calls it), to Viareggio near Pisa. 
The last half of 1904 he spent at Borgeby Gard in Sweden and at 
Charlottenlund near Copenhagen. From ^lay, 1908, to February, 
1910, he was again in Paris, where he wove his Scandinavian 
memories into the nostalgic prose of Die Auf^eichmmgen des Malte 
L^urids Brigge, In 1912 he spent four months in Spain; he was 
fascinated by Toledo and Ronda, and from Cordova he wrote to 
the Princess of Thurn and Taxis - who from now onwards is in 
the position to him of one of the grandes dames of previous cen- 
turies to their impecunious poets - that since he had seen this 
city he felt furiously anti-Christian: Christianity, he declared, was 
an empty fruit whose skin should be thrown away. Mahomet, he 
adds, spoke to God directly, whereas Jesus was a telephone to 
God. 1911-12 he stayed at the castle at Duino on the Golfo di 
Penzano on the Adriatic coast; it had been placed at his disposal 
by the Princess of Thurn and Taxis. Here he found the mood to 
write the first two of the elegies which bear the name of Duino, 
The years of the War paralysed his genius. In 1916 he was declared 
fit for service, but broke down imder the weight of his knapsack, 
and was mercifully given sanctuary in the Press censorship at the 
War Office in Vienna; here he had friends for company - Stefan 
Zweig, Franz Karl Ginzkey; and the colonel in charge asked him 
just to put in an appearance in the mornings and busy himself 
with his own work. This kindness he rejected, for conscience’ 
sake ; but friends procured his release. 1 9 1 7- 1 9 he spent at Munich ; 
he was expelled because he was now a Czech and as such could 
not claim Austrian protection. His contribution to the literature 
of the War are the Fmf Gesange^ now in Lef^U Gedichfe; he began 
with praise of the God who carries a whole nation with Him; but 
from the third song onwards to this God war is horrible, and the 
fifth song begins : ^Auf^ md schreckt den schreckUchen Gotti Bestur^t 
ihn, I Kamfif-Lust hat ihn vor\eiten verwohnt . . . ’ Rilke’s attitude to 
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post-War Germany is pathetically expressed in a letter of 1923L 
in 1 9 1 8, he says, Germany might have shamed the world by accept- 
ing humiliation and changing its pre-War policy. After wandering 
about in Switzerland, Italy, and France he stationed himself - one 
cannot say that he settled ~ in the Rhone valley, and passed his 
last years in an old tower dating from the thirteenth century near 
Sierre in Valais, his Chateau de Muzot sur Sierre, placed at his 
disposal by the Swiss patron of literature Werner Reinhart of 
Winterthur, whom Rilke ever afterwards referred to as his Lehns- 
herr. Here in the little garden he had a hundred roses planted; 
and he died in 1926 from blood poisoning caused by pricking 
himself with the thorn of one of his roses he gathered one day for 
a lady visitor. He is buried in the cemetery at Rarogne. 

Outwardly Rilke's life was eventless ; and yet it is the intensity 
of his experiences which we follow up in his work from stage to 
stage. In his early verse there is naturally more imitation than ex- 
perience, certainly in Larempfer^ the only strictly juvenile poems 
admitted to Ersfe Gedichte (1913), where they take place with 
the three verse collections which chronologically followed them: 
Traumgekrbnt (i 897), Advent (1898) and Mir ^ur Feier (i 899). Laren- 
opfer is - if one may be allowed a paradox - urban Heimatkunst: the 
poems reproduce the architecture and the medieval and Baroque 
aspects of Rilke’s native city of Prague. Metrically the stamp is 
that of Heine: 

Alte Hauser, steilgegiehelf, 
hohe Turme voll Gehimmel, - 
in die engen Hbfe liebelt 
nur ein mn^ig Stuckchen HimmeL 

Und auf jedem Treppenpflocke 
mude lachelnd - Amoretten; 
hoch am Dacbe um barocke 
Vasen rieseln Rosenketten, 

Heine-esque ballads rub shoulders with crass Armeleutepoesie. But 
there is already Rilke’s verbal invention and glaring imagery: 

Die Stadt verschwimmt me hinter Glas. 

Nur hoch, wie ein behelmter Hune, 
ragt klar vor mir die grmspangpme 
Turmkuppel von Sankt Nikolas. 

^ Brief e an eine jmge Frau, pp. 43-4. 
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The architectural mood is of course German rather than Czech; 
and only a few scraps of Czech indicate Rilke’s nodding acquaint- 
ance with the language of the Czech poets whom he was at this 
time meeting in the literary cafes of the city ; but his sensitiveness 
to the melodies of Czech folksongs comes out in Volksmise: 

Mich ruhrt so sehr 
bohmischen Volkes WYise^ 
schkicht sie ins Hetx sich leise^ 
nmcht sie es schwer. 

Wenn ein Kind sacht 
singt beim Kartojfeljdten^ 
klingt dir sein Kied im spdten 
Traum noch der Nacht 

Magsf dti auch sein 
weit uher Land gefahren^ 
fdllt es dir dock nach Jahren 
Stefs wieder ein. 

In Traumgekrbnt the Heine-esque note continues, but there is an 
inner radiance (as well as the crystal coruscation of Christmas 
cards) in such a poem as : 

Es gibt so wmdenveisse Ndchfe^ 
drin alle Dinge Silber sind. 

Da schimmert mancber Stern so lind^ 
als ob er fromme Hirten brdchte 
einem neuen Jesus kind, 

Weit me mit dichtem Demantstauhe 
bestreut^ erscheinen Flur und Flut^ 
und in die Herzen, traumgpmut^ 
sfeigt ein kapellenloser Glaube^ 
der leise seine Wunder tut. 

Here the ecstatic rise of the rhythm in the antepenultimate line 
and the folding appeasement of the last are typically Rilkean. In 
other poems there is a gliding softness and rhythmical regularity 
(admirably fitted to the mood) which we do not find in Rilke’s 
mature verse: 
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Das war der Tag der weissen Chrysanthemen^ ~ 
mir hangte fast vor seiner schweren Tracht . . . 

Idnd dann^ dann kamst du mir die Seek nehmen 
tief in der Nacht, 

Mir war so hang^ und du kamst lieb md leise^ - 
ich hatte grad im Tramn an dich gedacht. 

Du kamst ^ und leis wie eine Mdrchemveise 
erklang die Nacht . . . 

This lyric - which has been taken into the anthologies - shows 
exactly how imitative Rilke is in this early verse: he is literally 
fitting words to one of the best known of German tunes, that of 
Hermann Gilm's SielT atif den Tisch die dujtenden Keseden^ | Die lets^ten 
roten Astern bring herhei, | Und lass tins von der Tiebe reden^ | Wie einsf 
im Mai; all he does is to lengthen the third line by one foot. The 
poems of Traimgekront are decadent in tone. It is as though Rilke 
had been reading Maeterlinck’s Serres chaudes. Not that there is 
painting of disease; indeed the attitude to death is already that 
idealization of ripened readiness which Rilke was to make his 
gospel; the fin-de-si ecle tints are rather in the adjectival and nominal 
evocations (weisse Wmsche^ verbliihte Sterne^ ndchteblasse Sehnsucht^ 
etc.), and in the prevailing landscapes of snowed-up winters and 
faint springs in which the symbolist paraphernalia (gaudy pea- 
cocks, shimmering swans, dark pools, etc.) serve for splashes 
of colour. Into these lorn landscapes are projected the personal 
moods of the poet - his thwarted childhood {Warst du ein Kind in 
froher Schar . . . ), his loneliness {Der Tag entschlummert leise) and his 
(later so wistful) association of his unfulfilled longing with the 
erotic expectation of maidens. Advent^ too, ranges itself with the 
literature of the late nineties by its decadent tints and morbid 
images (blutenblasse Maiennaebte, silberstille Teiche^ liebeleise Arme), 
But the real Rilke - his rapid, fluent rhythm - begins in such 
poems as Der Abend kommt von weit gegangen. Notable is the adum- 
bration of the poet’s spiritual growth in the introductory poem: 

Das isf mein Streit: 
sehnsuchtgeweiht 
durch alle Tage schweifen, 
dann^ stark und breit^ 
mit tausend Wur:(elstreifen 
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tief in das JLeben greijen - 
und durch das Leid 
mit aus dem Leben reifen, 
weit aus der Zeit! 

This programme was the very opposite of what was to shape the 
poetic personality of Stefan George, with whom all striving is 
ego-centric: George’s mission is to ripen life to his own ideal, 
that of Rilke to ripen personality beyond the range of life - but 
by sinking into it and rising out of it to the skies like a tree widely 
rooted in the earth of reality. And there is already in Advent the 
theme of pilgrimage to God, already the first liints of Rilke’s later 
definition of God as a direction given to love, and of death as a 
portion of personality; and thus the book is in some sort a prelude 
to Das Stundenhuch. The dreamy wistfulness of the Madchen poems, 
too, is sketched in Alle Madchen emarten 7 ven, | 7 mm die Bdume in 
Bin fen stehn^ and in the very lovely: 

Dehnen im Ahendgarten beide^ 
lauschen lange nach irgendrvo, 

'‘Du hast Hande wie misse Seide .. A 
Und da staunt sie : ^Du sags/ das so .. A 
Etivas ist in den Garten getreten^ 
und das Gitter hat nicht geknarrt^ 
und die Rosen in alien Beeten 
beben vor seiner Gegenipart 

Here again there is imitation probably - of Maeterlinck’s UIntruse, 

Rilke’s mystical losing of himself in individual phenomena 
{'Dinge^y takes definite shape in the poems of Aiirq;urFeier^ (1899), 
the first book to be signed with the new name of Rainer Maria 
Rilke. Later he proclaimed it to be his first book. Now he is con- 
scious that he is a dreamer Hause ^ischen Tag undTraun/) who 
would fain proffer yearning in his rhymes (eine Sehnsucht reichen in den 
Reimen) ; henceforth his soul shall be like a festal garment covering 
thinking things (^hreite dich wie ein Feierkleid 1 uber die sinnenden 
Dinge"). His "gospel of things’ takes concrete shape in this volume 
in a group of poems which deal with the relativity of the names of 
things to the essence of these things : words, says Rilke quizzically 

1 Aufidsmg des Ich-Seins bine in in das Sein der Dinget 

- The second revised edition (1907) changes the title to Die friihen Gedkhtf. 
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(another mystic, Christian Morgenstern, turned the idea into jest* 
ing rhymes), express so clearly - ‘dog’ and ‘house’ show a begin- 
ning and an end. But has the thing the sense and limits of the name} 
The schoolmen of the Middle Ages - nominalists, terminists, con- 
ceptualists - had disputed for generations on tliis problem. But 
the schoolmen did not dream of the task Rilke sets himself: 'dienend 
durch die Dinge gehen\ to listen to the stirring of their hidden 
spirit, and to weave this inner life of things with their own rhythm 
(which expresses God) into his verse. ^Alle Dinge, an die ich micb 
gebej runs a later poem, ^werden reich undgehen 7nich aus" And in Mir 
^tdr Feier Rilke gives his warning : you are killing these things you 
define by name, these things that I love to hear singing. In mj 
arms forests sleep, and I am the music over their tops, and all the 
darkness of my nature is the darkness that is in violins. Things 
are the mystery - the bleeding goblet ~ revealed to the pilgrim 
when the last curtain falls from the altar; and then he cannot turn 
back from salvation : the mystic arrow has hit the Player’s aim. 
And (since the Divine is in me and in all these things) is not my 
life the life of things ? He asks : 

Kann mir einer sagen, tvohin 
ich mit meinem Leben reiche? 

Ob ich nicht auch im Sturme streiche 
md als Welle wohne im Teiche, 
md oh ich nicht selhst die blasse, bleiche 
fruhlingsfrierende BirJke bin? 

The final poem links Mir ^ur Feier with Das Stmdenbuch: 

Du darfst nicht warten, bis Gott e(u dir gehf 
md sagt: Ich bin. 

Ein Gott, der seine Starke eingesteht, 
hat keinen Sinn. 

Da rnrnst du wissen, dass dich Gott durchweht 
seit Anbeginn, 

und wenn dein Herf^ dir gluht und nkhfs verrdt, 
dann schafft er drin. 

Where God is not, where even His seasons are anaemic or feverish, 
is in the tentacular city: 

Das isf dort, wo die lete(ten Hutten sind 
und neue Hauser, die mit engen Brusten 
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sich drangen aus den hangen Banger ns fen 
nnd wissen wollen^ wo das Feld beginni. 

Dort bleibf der Fruhling immer halb nnd hlass^ 
der Sommer fiebert hinter diesen Flanhen; 
die Kirschenbdnme nnd die Kinder kranken^ 
nnd nnr der Herbs f hat dorten irgendwas 

V ersbhnliches nnd Femes; manchesmal 
sind seine Ahende von sanftem Schmel^e : 
die Schafe schnmmern^ nnd der Hirt im Pelf^e 
lehnt dnnkel an dem let^ten FampenpfahL 

This nostalgic lyric - a dirge of the pastoral fields dying as the 
tentacles of the creeping town reach them - belongs to Grosssfadt- 
poesie^ a genre which (influenced by Verhaeren) is to picture the 
city as a nightmare - as to Rilke, as we shall see, it literally was. 
Symbol and personal feeling blend to make the tripartite cycle 
Mddchengestalten^ Fieder der Madchen, Gebefe der Madchen Marie^ 
the most fascinating part of Mir ^nr Feier. Certainly these poems 
have full value as exquisite poetry apart from their mystical mean- 
ing: with the quaint imagery set in their simple phrases they do 
sensitively evoke the stirrings of first maiden puberty, the fear, 
and the expectation. No poem in the world proves the purity of 
sexual union as does this prayer of the maidens to Mary: 

Schan, unsre Tage sind so eng 
nnd bang das Hachtgemach ; 
wir langen alle ungelenk 
den roten Bjoserf- nach. 

Du mnsst nns milde sein^ Marie ^ 
wir bluhn aus deinem B/nf, 
nnd dn allein kannst wissen^ wie 
so weh die Sehnsucbt tuf; 

dn hast ja dieses Madchenweh 
der Seek selbst erkannt: 
sie fuhlt sich an wie Weihnachtsschnee^ 
nnd steht doch gans;^ in Brand. 

^ In the VolksUed (as in Goethe’s Koskin rot) red roses signify the loss of 
virginity. 
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The rendering of sensuous impressions is throughout Mir t(ur 
Feier equally gentle and equally poignant, and is in itself sufficient 
for the stamp of exquisite poetry. But to Rilke what to us is the 
very soul of poetry is merely the veil of the meaning: ‘Die Worte 
sind nur die Matiern. | Dahinter in mn/er hlauern \ 'Bergen schimmert ihr 
Sinn"; and the wistful maiden of these poems is interpreted as 
Rilke’s image at this stage of his mysticism for his own maiden 
soul - maiden because of its union, in purity, of physical and 
spiritual life, of inner urge and dream projected into outer phen- 
omena. 

Between 1895 and i9oz Rilke attempted plays, in which he ad- 
vances from the crass realism of the naturalists to a symbolism 
influenced by Maeterlinck, as in Die misse Fursfin, which appeared 
in 1 899 in Fan, and was reprinted in Mir i^ur Feier. It is the only 
one of his plays which he included in his collected works. Die 
misse Fursiin is in the nature of a curiosity among those playlets of 
the period which take rank, in spite of their thinness of action, by 
reason of their new lyrical suppleness. All there is in the play - 
but it has the fascination of some strange hot-house flower - is the 
unfolding by the White Princess and her young sister, Monna 
Lara, of their sexual state. Whether the White Princess is (Uke 
Hebbel’s or Georg Kaiser’s Judith) physically a virgin - she has 
long been married to a man who cioes not heed her — or merely 
virgin in soul (she has been in bed with the ebony Cross of Christ) 
and waiting for her lover is not clear. Her sister has the fire and 
•snow of Rilke’s maidens who pray to Mary. What one does not 
forget is the Pre-Raphaelite picturing in the sultry atmosphere of 
the night, particularly in the stage directions : ‘Monna Fara hat sich 
knieend e^uriickgeworfen md halt mit beiden Handen ihre Bruste hin, als 
warte sie, dasssie sich fallen sollfen." The erotic problem is in any case 
that of Hofmannsthal’s Elektra, and there is nearness to the hys- 
teria of Elektra, as in Monna Lara’s plaint : 

Wenn ich mir denke, doss ich noch ein Jahr 
herumg^hn soil mit merklartem Blut, 
mausgeruht, - von meinem eigien Hoar 
hochmutig ubersehen me ein Kind, 
allein md blind immitten meiner Brande, 
sogar den Flunden neu md wie versagt, 
mir selbst so fremd, dass mich die eignen Hande 
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anrilhren wie die Hande einer Magd . . , 
wenn ich ein ]ahr noch also leben soll^ 
so werj ich mich nach diesem einen Jahre 
einem Bedienteji in den Weg me toll 
mid fleh ihn an^ dass er mir das erspare. 

The influence of Maeterlinck appears too in several of the short 
tales (collected in 1928 as Er^ahlmigen aus der Eruh^eit), Rilke as a 
German Czech gives us in Zivei Prager Geschichten (1899) the atmos- 
phere of Prague, sketches the life of its literary cafes, and links the 
discussions of acting and literature to a student conspiracy against 
the Austrian Government. The neo-romanticism of the day lends 
a thrill to Luisa, a hysterical erotic creature who has visions of 
Julius Caesar, the illegitimate son of Kaiser Rudolf II, hunting 
women as a ghost in a castle: one of her hallucinations is very fine 
as a prose passage. The eleven stories collected in A??2 Leben bin 
(1898) mark Rilke’s desertion of naturalism for symbolism. The 
characters pass along 'on the rim of life’; like Hofmannsthal’s 
Claudio they miss life because of their lack of ideal love: only 
those live the life of the spirit who have been cured of reality by 
illness or some infirmity. The formative influence is that of J. P. 
Jacobsen: from him Rilke has learned to build up a total psycho- 
logical interpretation from a cumulation of impressions or rather 
apercus - of life as it presents itself to the dispassionate obser\xr, 
with physical and mental decay and death in the forefront. One is 
reminded of the Spanish vignettes of Azorin ; the difference is that 
while Azorin in his quite ordinary moods and happenings shows 
the poetry of landscape and environment and the haunting tragedy 
of decay Rilke limns his types with a surprising analytical cruelty 
and probes with a grim curiosity. There might have been great 
possibilities of a new fiction in this style if he had continued it; or 
it might have shaped him to a kind of intellectualized Dickens ; 
and it is only by holding this tentative work against that of his 
maturity that we can realize the growth of his mind. At the same 
time the comparison shows that he was by nature lacking in warm 
humanity; the apparent pity for poverty in his later work was 
obviously of the aesthetic type. In this early work he is outside 
the Life he observes but on a level with it, while later he sees it 
from above and transfigured by the 'distance’ which for him be- 
came the necessar}^ condition of poetry. There is both literary and 
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autobiographical interest in the individual stories of Am Leben bin. 
Das Chris I kind was written in 1895, the date of the appearance of 
Hauptmann’s Hannelei it is the tale of a little girl ill-treated by her 
stepmother; she dies in hospital after being found in the snow in 
the forest, where she has taken a couple of candles and other trifles 
to offer to the stone image of the Virgin. Here we have, as in 
Hannele^ a blending of raw Armeleutepoesie with the mystic lights 
of a child’s dreaming as she dies. E.inig (1897) is a handling of the 
son-mother motif which is so poignant in Rilke’s own life. The 
mother’s name in the tale is Sophie - the name (Thia’ for short) 
of Rilke’s own mother. When she asks her son if he does not love 
the recollection of his childhood he replies : 'O ja. Ich Hebe sie, me 
man eine Luge Uebt^ durch die man gliicklich wird . . Ach Hebe alle Wege^ 
welche du mich gefuhrt hast^ diese leisen^ lautlosen Wege urns Leben herum 
deinem Gottd Like Ibsen’s Oswald this young man is dying with 
an illness he owes to his father. Interesting in the style of Am 
Leben bin is the appearance of Rilkean onomatopoeia: thus (in Das 
Christkind) a symphony in / : ^Die Stimmen aus Bach und Kraut ver^ 
sickern in dem Dunstmeer^ und nur das Wimmern rrindgequalter Wipjel 
^ittert durch den einsamen Tann" ; and on the same page a play on a 
with interior rhyme : ""Das mondscheinfarbene Licht flutete mich me 
eine an flachem Sande landende Welle durch den Bjium,^ 

The son-mother motif recurs in the short story Die Let^ten 
(1902), the last of the tales collected under this title. The hero, a 
lad engaged to a robust girl of peasant stock, dies of consumption: 
his long line of ancestors - generals, bishops, etc. - have taken 
the vigour from his blood. His mother has kept him from life. 
Like Hofmannsthal’s Claudio he has not lived; he complains that 
his mother would have kept him from "'das Fremde^ Neue, Unruhige, 
das ich nicht begreife\ ‘O these books!’ she moans. In Rilke’s eyes 
a man unformed by woman is left in the raw, and the natural 
thing is that the mother should do the first shaping; but it is clear 
that in his argument the mother tends to keep her son away from 
the shock of life - and the other woman or women - that alone 
would harden him for experience. 

Rilke’s mysticism finds its first mature expression in a volume 
of short stories, Geschichten vom lieben Gott (1904) and in the verse 
of Das Sfundenbuch (1905). The diflFerence between the mysticism of 
the two books is, roughly, that while in the first God, abandoned 
and feeble, hiding modestly behind the cover of things, is seeking 
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man, or rather seeking Himself in man, in the second man is 
desperately seeking a God of strength who is only to be won by 
wrestling and tribulation; the first is the God of everyday life, the 
second the God man is to create. Das Stundenhuch^ by which Rilke 
achieved fame, is composed of three books : Das Buch vom monchi- 
schen Leben^ von der Bilgerschaft^ von der Armut md vom Tode. The 
Book of the Monastic Tife had been written in 1 899 after Rilke’s visit 
to Italy, but before he had seen Russia; the inspiration must, there- 
fore, be Italian. The Book of Pilgrimage (written 1901) is based on 
impressions of Russia. The Book of Poverty and Death (1903) repro- 
duces the terrible suffering of the poet’s first stay in Paris. The 
three books together develop Rilke’s persistent idea that man is 
both creature and creator. Man’s primitive conception of God 
was that He is perfect (in the sense of ‘completed’, ^volkndef\ so 
that evolution and God were terms which excluded each other. 
This conception, Rilke believed, was only possible with primitive 
beings who were not conscious that man evolves; and Rilke’s 
reasoning is that God must evolve as man evolves. Such a doc- 
trine is of course only possible to one who believes that God is 
an idea and as an idea (or ideal) sprung from the yearning brain 
of man. ^Mit meinem Keifen | reift j dein Beich^ he calls out to God 
in Das Stundenhuch. The conception of God as created by His own 
creature comes out in the famous passage o£ The Book of the Monkish 
Liife * 

* Was mrst du tim^ Go tty wenn ich sterbe? 

Ich bin dein Krug {wenn ich ^erscherbe?) 

Ich bin dein Trank {wenn ich verderbe?) 

Bin dein Gewand und dein Gewerhe, 
mit mir verlierst du deinen Sinn, 

Nach mir hast du hein HauSy darin 
dich WortOy nah und warmy hegrussen. 

Es fallt von deinen muden Pussen 
die Samtsandaky die ich bin. 

Dein grosser Mantel Idsst dich Jos. 

Dein B/ick, den ich mit meiner Wange 
warmy wie mit einem Pfuhly empfangCy 
wird kommeUy wird mich sucheUy lange - 
und legf beim Sonnenuntergange 
sich fremden Steinen in den Schoss. 

Was wirst du tufiy Gotti Ich bin bange. 
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That the main idea of these lines is good mystical doctrine (it could 
not be orthodox Catholic doctrine) is shown by a comparison with 
certain lines of the seventeenth-century mystical poet Angelus 
Silesius in Der Cheruhinischs Wandersmann: ‘Gottist so viel an mir, ah 
mir an ihm gelegen, j Sein Wesen helf ich ihm, wie er das meine, hegen. | 
. . .Ich miss, doss ohm mich Gott nicht ein Nu kann kben, | Word ich 
nicht, er muss von Not den Geist aufgeben.’ But it is a long cry from 
Catholic or metaphysical mysticism to Rilke’s poetic mysticism. 
Rilke does not evolve his God by logical processes (as the true 
mystics do), but attains Him by a species of hallucinated illusion 
of physical contact. In the true mystics all the images of sensuous 
love merely make ideas visible; in Rilke’s mysticism the sensuous 
love creates a succession of vivid images which cannot be resolved 
in strictly connected ideas. How very realistic - even grotesquely 
realistic, but with a grotesqueness that continues that of the old 
German folksongs which give rough woodcut shape to the Holy 
Family - are the familiar images of God in Das Stmdenbuch: ‘Du 
baltst mich seltsam e(art [ und horchst, wie meine Handegehn | durch deinen 
alien Barf; ‘Nachbar Gott’; ‘Du bist der raunende Verruste, [ auf alien 
Ofen schlafst du breif, etc.; and how poetically real is the poet’s 
idendfication of his soul (in The Book of Pilgrimage) with Ruth. 
But, in poetry which strikes right into the heart like this, what 
grovelling mind would bother about whatever meaning there may 
be? What matters is the feeling, not the meaning. If we must nail 
down whatever ideas are tangible (and to any one with an inkling 
of philosophy they must be commonplaces), then all we need say 
is that Rilke’s mysticism is pantheism: for to him God is not en- 
skied, but en-earthed - in things. Or: it is a poetical version of the 
philosopher’s doctrine of ‘immanence’ : God is in things. 

The sensuous bed of Rilke’s thought gives a tender warmth to 
many of the cumulative images : 

Ich finde dich in alien diesen Dingen, 
denen ich gut und wie ein Bruder bin; 
als Samen sonnst du dich in den geringen 
und in den grossen gibst du gross dich hin. 

Das ist das wundersame Spiel der Krdfte, 
doss sie so dienend durch die Dinge g^hn : 
in Wm(eln wachsend, schwindend in die Schdfte 
und in den Wipfeln wie ein Auferstehn. 
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Love is finding; and therefore the divine in things is a magnet to 
love. With this pantheistic doctrine of immanence Rilke blends a 
sublimated "animism’ or belief in the soul of things (ping-Seele) : 
even^ thing is animated by soul, which is God. But what is "life’ 
but "things’ ? For Rilke God and life (rather than God and nature) 
are identical; for God is immanent in all the manifestations of life. 
His aim is, therefore, to attain a consciousness or a realization of 
God in life; and this means that life for him is an intense and un- 
remitting quest, a desperate wrestling with all in life which may 
reveal God to him. This explains the intensity of his mystic poetry; 
and, since he is always finding God, its ecstasy. Life to Rilke is the 
marriage of the consciousness of things (==soul) with the God 
who is in these things ; or, to put it differently, the consciousness 
of experience (= ecstasy) unites with the cause of experience (= 
God), in Spinoza’s sense that God is the immanent cause of all 
things and therefore exists only in effects, that is things. For the 
interpretation of Rilke Kant’s extension of the doctrine of im- 
manence is needed too. To Kant immanent means "remaining in 
experience’ (innerhalh der Erfahrung hleihend)\ Rilke said (Brief e an 
einen jtmgen Dichter): fedes Gedicht ist eine Erfahrung \ if then God 
is immanent in every experience, and if every poem is an experi- 
ence, then every poem is God; thus the criterion of a poem must 
be that it is gottvolI\ and applied to Rilke’s poems this means that 
(like all mysticism) they are ecstatic. There could be no clearer 
statement of the poet’s religious conception than his own in a 
letter to Ellen Key : ""Das Ziel der gan^en menschlichen Enhvicklung ist^ 
Goff mid die Erde in demselhen Gedanken denken konmn. Die Liebe 
ZQim Eeben tmd die Liebe Goff muss ^usammenfallen^ ansfaff^ wie jef^f^ 
verschiedene Tempel auf verschiedenen Anhohen haben; man kann Goff 
nur anbefeUy indem man das Leben ^ur Vollkommenheit lebt. Ihm immer 
hohere Formen geben^ einen immer reicheren Zusammenbang ^ischen 
ihm und dem scheinbar Unbelebfen herbeit^ufuhren^ das heissf Goftschaffen. 
Mit anderen Worten^ Goff ins Leben hinabsenken oder das Leben ^ Goff 
emporbluhen lassen? 

And since God is life Rilke gives Him all the manifold shapes 
of life. ^Du bisf der Wald der Widerspruche\ he hails Him; since all 
is God, He must be all contraries. God is ^der uralte Turm^ round 
which the dove of yearning circles through the ages; He is the 
'Ratselhafte, urn den die Zeif im Zogem sfand^; He is " das grosse Heim- 
ipeh^ das wir nicht be^wangen'i he is part of the poet’s loneliness (^du 
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hist der Zweite meiner Einsamkeif ) ; He is ‘neighbour God’, and there 
is only a narrow wall between them which the poet’s cry may 
suddenly cast down. He is the cathedral we build atom by atom: 

Wir bauen an dir mit t^itfernden Handen 
und wir turtnen Atom auf Atom. 

Aber wer kann dich vollenden^ 
du Dorn? 

And this image is magnified in a gorgeous passage which may at 
the same time stand for a rushed, quivering statement of the pro- 
cess of all inspiration: 

Werkkute sind wir: Knappen^ Jiinger, Meister^ 
tmd bauen dich^ du hohes Mittelschiff. 

Und manchmal kommt ein emster Hergereister^ 
geht wie ein Glan^ durch unsre bunder t Geister 
und vpigt uns ^itternd einen neuen Griff. 

Wir steigen in die wiegenden Geruste^ 
in unsern Handen hdngt der Hammer schwer^ 
bis eine Stunde uns die Stirnen kusste^ 
die strahknd und als oh sie alles wusste 
von dir^ kommt ^ wie der Wind vom Meer. 

Dann ist ein Halkn von dem vielen Hdmmern 
und durch die Dinge geht es Stoss um Stoss. 

Erst wenn es dunkelt lassen wir dich los: 

Und deine kommenden Konturen dammern. 

Gott, du hist gross. 

God is not defined by this swift succession of images of his multi- 
formity {Allgestalt\ for of course God is indefinable; all we can 
hope to feel is that they bring us close to the essence of God by 
bodying Him forth in familiar human terms. Lovely is this velvety 
perception of His omnipresence: 

Uu konmst md gehst. Die Turen fallen 
vielsanfter ^u.fast ohne Wehn. 

^ Note the metrical effect of the stress on this word, the thrilled tenderness 
Of the kYel stress and then the wind-like rush to the end of the line. 
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Du bisf der Leiseste von alien, 
die durch die leisen Hauser geb/L 

Oft wenn kh dich in Sinnen sehe, 
verteilt skh deine AJlgestalt: 
du gehst wie lauter Ikhte K.ehe, 
und kh bin dunkel und bin Wald, 

"Allgestalf implies great and small; and if God as Creator is magni* 
fied, as the Created One He is diminished : 

Und du: du bisf aus dem Nest gefallen, 
bist ein junger Vogel mit gelhen Krallen 
und grossen Augen und tust mir kid, 

(Jsdeine Hand ist dir viel ^u breit,) 

The most devout Christian need not be pained at such relentless 
playing with every possible idea of God: since He takes all forms 
He fills us not only with worship of His magnificence but also 
with tenderness for what is helpless. 

The influence of the Italian journey appears in a strange passage 
in which Christ and the Virgin as symbols in the paintings of the 
Renaissance are mystically interpreted. Typical of Rilke’s Wort- 
kunst is the new or double meaning to beimgesucht in this passage: 

Da ward auch die v(i{r Frucht Erweckte, 
die schuchterne und schonerschreckte, 
die hemgesuchte Magd geliebt. 

Die Bluhende, die Unentdeckte, 
in der es hundert Wege gibt. 

Renaissance religious painting was the "Tree of God’ whose bran- 
ches in those days spread blossoming over Italy. Rilke comes 
nearest to the fourteenth-century mystics in his conception of God 
as the Tree of Life; but whereas the medieval mystics allegorized 
the Tree as rising from the roots of repentance, confession, and 
penance to the joys of Paradise, to Rilke Tree and God are one - 
^ein Geivebe von hundert Wur^eln, welche schweigsam trinken^ ; and the 
divine essence which permeates the world is the sap of the Tree. 
In this Renaissance passage the Virgin is figured as the Fruit of 
the Tree; but all the gorgeous Mariolatry of the great painters 
was vain; for She (the confusion of images is to be expected in 
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poetic mysticism), alas ! bare, not the Greatest One, ‘but only the 
Spring of God, the Son, the Word’. And so God is still waiting 
for His tree to ripen, in a land where lonely men - men as lonely 
as the monk of the poem - listen; and they will all behold a dif- 
ferent God, for God is like a wave that flows through beings. 
What is clear in these lines is Rilke’s peculiar rejection of Christ 
for which his mother is blamed: she made him, as a boy, kiss the 
marks of the nails in images of the Crucified Saviour. Very curious 
is the poet’s description of God as his own son (just as Stefan 
George imaged himself as both father and son of Maximin). Rilke 
even figures God as his prodigal son, who left him to win a king- 
dom (the God I create, being an idea, wanders away from me and 
grows). A passage follows which seems hard on fathers, and may 
be coloured by the son-father conflict of the time: 

Liebt man denn einen Vater? Gehf man nicht, 
wie du von mir gingst, Harfe im Gesicht, 
von seinen huljlos leeren Handenfort? . . . 

1st uns der Vater denn nicht das, was war/ 
vergangne Jahre, welche fremd gedacht, 
veraltete Gebarde, tote Tracht, 
verbluhte Hande and verblichnes Haar? 

Then suddenly the image changes, and in a passage of feminine 
tenderness there is the old mystic conception of God as the soul’s 
lover; and of the soul as Ruth amid the alien corn: 

Und meine Seek ist ein Weib vor dir, 

Und ist me der Naemi Schnur, wie Ruth, 

Sie geht bei Tag um deiner Garben Hauf 
wie erne Magd^ die tiefe Dienste tut, 

Aber am Abend steigt sie in die F/ut 
und badet sich und kleidet sich sehr gut 
und konmt dir^ wenn alles um dich ruhf^ 
und koffimt und deckt “^u deinen Fussen auf, 

Und fragst du sie um Mitternacht, sie sagt 
mit tiefer Einfalt: Ich bin Ruth, die Magd, 

Spann deine Flugel uber deine Magd , , , 

In The Book of Poverty and Death the salient feature is that the 
great leprous city rises between RUke and the God he seeks. Very 
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little in Grossstadtpoesie transfigures drab reality as does the follow- 
ing passage: 

Denn Herr, die grossen Stadfe sind 
Verlorene und A.uf gelds te; 
me Flucht vor Fla??imen ist die gross fe, — 
und ist kein Trost, dass er sie trdste, 
und ihre kleine Zeit verrinnt. 

Da lehen Menschen, leben schlecht und schwer, 
in tiefen Zmmern, hange von Geharde, 
gedngsfefer denn eine Erstlingsherde ; 
und draussen wacht und at met Deine Erde, 
sie aher sind und wissen es nicht mehr. 

Da wachsen Kinder auf an Fensterstufen, 
die immer in demselben Schatten sind, 
und wissen nicht, dass draussen Blumen rufen 
^u einem Tag voll Weite, Gluck und Wind, - 
und mussen Kind sein und sind traurig Kind. 

Da bluhen Jungfraun auf :(um Unbekannten 
und sehnen sich nach ihrer Kindheit Ruh; 
das aber ist nicht da, wofur sie hrannten, 
und vftternd schliessen sie sich wieder t(u, 

Und haben in verhfdlten Hinterftnrnern 
die Tage der enttduschten Mutterschaft, 
der langen Ndchte willenloses Wtmmern 
und kalte Jahre ohne Kampf und Kraft. 

Und ganv(^ im Dunkel stehn die Sterbebetten 
und langsam sehnen sie sich da:(u hin; 
und sterben lange, sterben wie in Ketten 
und gehen aus wie eine Bettlerin. 

The problem for Rilke in this book is - since poverty is inevitable 
- to find the relation (Be^ug,^ in his own language) of poverty 
(particularly as he sees it in its worst form, in the teeming cities) 
to God; and this he does by showing that they whose life is all a 
preparation for the 'great death' are necessarily poor. With the 
rejection of the great city goes the acceptance of death as itself a 
form of life. In shaping his conception of death Rilke may have 

^ Rilke’s own term for the equivalence of the interior life of the poet with 
the exterior phenomena of nature is ^die Welf der Cf. p. 466. 
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been influenced by the philosophy of Georg Simmel, whose friend 
and pupil he had been at Berlin, though on the other hand Simmel 
may have been influenced by Rilke. Simmel rejects the dualism of 
good and evil, life and death as too simple a procedure; he groups 
these apparent contraries at the centre of life in the absolute sense. 
In his book on Rsmbrandt^ Simmel rejects the current conception 
of death as the sudden snapping of life - as the intrusion of the 
Parcae (‘Comes the blind Fury with th’ abhorrM shears | And sHts 
the thin-spun life’): Simmel argues rather that death is spun into 
the web of life; death, he says, is not some future problematic 
happening but 'eine innere Immer-Wirkltchkett jeder Gegenwart, ist 
Fdrhmg und Formmg des Lebens, ohne die das heben, das wir haben, 
unamdenkbar vermandelt ware. Der Tod ist eine Beschaffenheit des organi- 
schen Daseins, wie es eine von je mitgehrachte Beschaffenheit, eine Tuition 
des Samens ist, die wir so ausdruchen, doss er einst Frucht bringen wirdd 
As a confirmation of his own views Simmel quotes Rilke’s lines - 

O Herr, gib jedem seinen eigenen Tod, 
das Sterben, das aus jenem Teben geht, 
darin er Liebe hatte, Sinn und Not. 


Denn wir sind nur die Schale und das B/att. 
Der grosse Tod, den jeder in sich hat, 
das ist die Frucht, um die sich alles dreht. 


We bear this death within us, Rilke declares, as a germ from birth; 
in the great cities, in the shadow of hospitals as a green bitter fruit 
that will not ripen; or we are Uke women who, when their hour 
of dehverance comes, give birth to an abortion: ‘undwenn das Kreiss- 
bett da ist, so gebdren \ wir unseres Todes tote Fehlgeburf. There are 
tw^o kinds of death: der k/eine or derfremde (=alien) Tod and der 
ff'osse or eigne Tod. The ‘small death’ is died by those who lie down 
and die like beasts ; the great death by those who consciously ripen 
Aeir life to this its fruit and culmination, the final unfolding of 
‘das Stuck Ewigkeit in derBrusf. But Rilke did not intend the con- 
sciousness of death to be depressing; on the contrary he says it is 
sn intensification of life: ‘das ersfe grosse Ergriffensein vomBewusstsein 
des Todes, welches ^ugleich der erste Moment gesteigerten, allseitigen per- 


^ '^tnhrandt. ^siphilosophiscber Versucb, 2nd ed., Leipzig, 1010. Sim- 
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sbnUchen Uhens ist\ Life has a purpose: death; and the ripening 
unto death should be like the ripening of fruit, in sunshine and 
sweetness: "Wir sfehn in deinem Garten Jahr fiir Jahr [ md sind die 
Bdu/ne^ sussen Tod tragen^ Salvation from unnatural wilting to a 
mean death in great cities can only come from a Saviour; der 
Gross te\ whom the Virgin did not bear; and in a terrific sexual 
image the poet calls for the creation of this One who, figured as 
female (^bau seinem Tehen einenschbnen Schoss^ | md seine Scham errichte 
wie ein Tor^ | in einem hlonden Wald von jungen Haaren ) because recep- 
tive of a thousand germs, shall in a great night conceive the future 
from the memhrum virile of der Unsagbare, This Greatest One is the 
Messiah come at last: not Christ, but the Progenitor of Death (der 
Tod-Gebarer), the bringer to all of the great individual death, with, 
in his wake, the white-mounted legions (of self-perfection). 'And 
let me’, the poet continues, 'be mouth of this new Messiad.’ Here 
of course we have something analogous to Stefan George’s 'third 
humanism’, his poet’s vision (in Das neue Reirb) of the poet-creator 
of the New Realm; where the two seers differ is in the value they 
attach to life here below - George, with his call to vitalize the 
present, stands for Diesseitigkeit^ Rilke, with his old Catholic doc- 
trine that life is noble only in so far as it prepares for a noble 
death, stands for Jenseitigkeif; and thus in the two greatest of 
modern poets we find the typically German accentuation of dual- 
ism. And yet there is Weltjreude in neither, and Weltflucht in both; 
both are austere; and there is actually less austerity in the praiser 
of death than in the praiser of life; where both agree is in their 
rejection of common aims. 

In his interpretation of 'rich and poor’ Rilke calls to mind (like 
George in Die hangenden Garten) the glories of ancient culture - of 
the rich who forced life to be infinitely wide and warm. But the 
days of the rich (in this sense of the harmony of wealth and poetic 
life) have passed away, and we will not pray to God for their 
return - but we will pray that the poor shall again be poor. They 
whom we call the poor are merely the not-rich, they who are 
without will and world, marked with the stigmas of utter misery, 
wilted and withered in the dust of cities. And yet all they need to 
be a ring of roses on God’s earth is to be permitted to be as poor 
as they really are (^so arm sein durfen^ wie sie wirklich sindl') ; and Rilke 
now gives his interpretation of poverty as a glory radiated from 

^ There is the same gross physical image in the poem VerkMndigmg (p. 189). 
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within {'Demi Armut ist ein grosser Glan^ von innen'). God Himself 
is the poor man, the leper cast forth and passing through the city 
with his rattle: 

Du hist so arm wie eines Keimes Kraft 
in einem MaMen, das es gern verb urge 
mdsich die Lenden press t, dass sie erwurge 
das erste Atmen ihrer Schwangerschaft. 

Und du hist arm: so wie der Fruhlingsregen, 
der selig atif der Stadte Ddcher fdllt^ 
md wie ein Wunsch^ wenn Strdflinge ihn hegen 
in einer Zelle^ ewig ohne Welt, 

z\nd - in his baroque cumulative manner, or as in the chained 
incongruous images of the Litanies to the Virgin - Rilke hymns 
the agonies of men, which are less than those of God, who is 
poorer than ail the poor. The poor are like things almost (^fast 
gleichen sie den Dingen"); they are dark as an idle tool. They are 
guardians of treasures they themselves see not. From the poor are 
to be born the regenerating race who ripen for the great death; 
and therefore the sexual image is repeated: 

Und sieh : ihr Leib ist wie ein Brdutigam . . . 

In seiner Schlankheit sammelt sich das Schwache^ 
das Bange^ das aus vielen Frauen kam; 
doch sein Geschlecht ist stark und wie ein Dr ache 
und wartet schlafend in dem Tal der Scham, 

And where is he who grew strong even unto poverty, and on the 
market-place put off his raiment and went forth naked before the 
bishop in his robe? In the smile of whose countenance was child- 
hood ripening as maidens do. And when he sang hearts cried in 
the sisters whom he touched as a bridegroom. And then the pollen 
of his song wafted dreaming from his red mouth unto the love- 
laden and fell into open corollas . . . And the Unpolluted received 
him in their body which was their soul, and their eyes closed like 
roses, and full of love-lights was their hair . . . And when he died 
he was already scattered abroad : his seed ran in brooks and sang 
in trees and quietly watched from flowers. O whither is he faded 
into melody ? - the great evening star of poverty. 
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Thus ends the sheer inexhaustible poetry of Das Stundenhuch. 
To many it will be — like Blake for instance — a mass of crazy 
images; to others it will be a gospel, perhaps the old gospel 
interpreted anew, but certainly an inspired gospel. 

For a full intelligence of Rilke’s conception of death and of his 
attitude to the great cities study of Die Aufe^etchnmgen des Malte 
I-Murids Brigge (1909) is essential. If it is a novel it is one with 
practically no story; one might group it with the waves-of-con- 
sciousness novels. It is the retrospect, in Paris, of a very nebulous 
youth, very poor and very ill, and very near to mental derange- 
ment. He is the last scion of an ancient Danish family - on his 
mother s side he is a Brahe; but the essential thing is that he is a 
fin-de-sieck poet in Paris differing only by greater morbidity and 
more poignant mental complications from the German artists in 
Paris of the earlier Kunstlernovelle (the heroes of Die gufe Schule and 
Dm Mora/i). The city is shown as it reflects itself in his diseased 
imagination, a nightmare city, leprous and lecherous. He is isol- 
ated, brooding, baffled. He has the feeling that the electric trams 
crash through his attic and that motor cars run over him. Still 
more awful is the silence of the city. (‘Das sind die Gerdusche. Aher 
es gibt hier etwas, was furchtharer ist : die Stille.’) The city stinks; as 
all cities do in summer. He is hallucinated by the stains of a w.c. 
pipe where a house has been demolished. If he goes out what he 
sees is hospital after hospital. The Hotel-Dieu looms over him 
Dieses ausge^eichnete UStel ist sehr alt, schon Konig Chlodwigs Zeiten 

starb mn darm in einigen Betten. Jett^t wird in jjg Betten gestorben. 
Nat^lichfabrikmdssig . . . Manstirbt, wie esgerade kommt; manstirbt 
den 1 od, der der Krankheit gehort, die man hat. ’ In all these feverish 

divagations there is no pretence of cohesion: the dream-like pro- 
cession of the years of childhood flit between the crass pictures of 
laris streets and hospitals and the visions of old France Malte is 
of course Wlke (though the poet denied it), Rilke calling back and 
idedizmg ks own childhood and years of growth. But the Danish 
fiction of the memories is well rendered, from the experience of 
the 1904 visit to Denmark and the moods and colouring of T. P. 
Jacobsen’s tales. :^e lesson of Malte is that which Rilke learned 
for himself: that the artist must not escape from life into dream 
but accept It integrally, with all its disease and putrition; accept 

poet s ta* to rcKieate m an, not beoauso he loves the things that 
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compose it but because - as Rilke learned from Van Gogh and 
Cezanne - his mission only begins when he has risen above the 
need of love. The book is simply Rilke in search of himself. But 
also in search of God. And the two quests are really the same, for 
Rilke’s God is only his own perfected personality. This constitutes 
a sort of realism, in spite of all the nebulousness : the mysticism is 
realistic because it is the inner illumination of a Thing’, a pathetic 
human being. But this light that burns inwards burns outwards 
too: there is throughout the book an irradiation of five main 
themes - the great city, poverty, childhood, love, and death 
Critically regarded, Die Auf^eichnmgen des Malte Daurids Brigge 
is probably over-estimated in the present craze for Rilke: it is 
actually to be classified as yet another misbirth of that cult of dis- 
ease which gave us Maeterlinck’s Serres Chaudes and Verhaeren’s 
trilogy of disease (from which Les Villes tentaculaires is an escape) 
Les SoirSy Les Debacles^ Les Flambeaux noirs. In this book Rilke is 
rather a decadent than an expressionist. What there is of expres- 
sionist doctrine lies in the slow building up of the theory that 
death is the consummation of life, not in the sense of dissolution, 
but of perfection. Life ripens (or should ripen) round the fruit 
which grows from the inborn germ of death. The doctrine is per- 
haps no more than a mystic deepening of the doctrine of perfect- 
ing in the Bildungsroman^ quickened with something of a Christian 
leaven - life is a preparation for the beyond; the difference is that 
Rilke projects the vision of fitness for death, not life - the aim 
and desire of man should be to ripen, to be mellow, and then to 
fall, richly coloured and roimded, like the apple to the grass : here 
is at least sweetness before putrition. 

Very subtle in this book is Rilke’s handling of the theme of 
love. With the interpretation of Sappho as the great exemplar is 
interwoven an interpretation of Lesbian love as an interruption 
of the temporal purpose of sex by its eternal intention: that the 
lover borne to the couch by the weaker beloved should be the inner 
glow of selfless love transformed from belovM to lover. Some of 
Rilke’s most penetrating interpretations are those of women who 
have loved deeply and in vain, the figures of the Heroides^ and 
added to them his own particular discoveries - among them the 
Portuguese nun whose letters he was to translate (p. 205) ; women 
whose determined hearts were willing To fulfil love to the utter- 
most’. And the fruit of death as the perfection of life is attained by 
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complete self-surrender in love; for which reason (a very mystical 
and favourite idea of Rilke’s) while to be loved is merely to be 
consumed - in other words a neutral process, feeding merely sel- 
fishness and stunting the soul - to love for love’s sake is illumin- 
ation. Think of the troubadours who feared nothing so much as 
to be granted their desire! This apparent excess of love and self- 
surrender is, in Rilke’s doctrine, the new measure of love and 
sorrow: sorrow must fade into love and be one with it. Rilke 
gives, as one of his quaint marginal glosses to what is assumed to 
be an unshaped autobiographical fragment, his famous definition 
of love: - To be loved is to be consumed. To love is to shine with 
oil that cannot be exhausted. To be loved is to perish, to love is 
to endure. Only by the power of this enduring love can the heart 
attain direct contact with God. The story of the Prodigal Son is 
the legend of one who fled from being loved; and in this interpre- 
tation of the Bible story no doubt we have again an explanation 
of Rilke’s separation from his wife and his eternal homelessness : 
he would be alone and love, even the filth of life; but he would 
not have the richness of his loneliness diminished by even the love 
of a dog. Slowly he learns to illumine what he loves with the rays 
of his feeling so that it be not consumed with it, until through the 
ever more transparent shape of what is loved the vast Beyond 
opens out in the rapture of possession. To be alone is to be a 
buccaneer or a condottiere or Saint George slaying the dragon. 
And this is the consecration of what to the outside view was 
Rilke’s life of utter poverty and misery : he chose to be a prodigal 
son that he might live the heroic life. But the new meaning he 
gives^ to the parable of the prodigal son is more than personal. 
Applied to the divine, the doctrine that to love is all and that 
there is no enhancement in being loved results in Rilke’s famous 
definition: ‘God is a direction given to love, not its object’; that 
God wiU return this love is not to be feared, and God denies us 
His love m order that our heart may fulfil itself to the last limit. 

TJere is nothing mystical in the love experience of Die Weise 
von Uehe md Tod des Comets Christoph RJ/ke; but, though it was not 
published till 1906, it was written in 1899, Rilke’s period of full 
mysticism. The ultimate theme might be briefly defined in film 
language as ‘one night of love’. But no one who has read the poem 
- an exp^ded and lyricized ballad - will wonder that young offi- 
cers had it with them to read in the trenches. The source is an old 
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chronicle which relates that Christoph von Rilke fell fighting the 
Turks in Hungary in 1663 . The poet, dreaming his yearning youth 
into an imaginary and heroic relative in the days of old, gives us 
his rapid sketch in a series of vivid snapshots. Noble boys riding 
together, with dust on their fine clothes, dreaming of home and 
beauty, tell of their mothers, Christoph, eighteen years old, brings 
a message to a general, who appoints him cornet. He writes to his 
mother : - a slow letter in great erect characters : ^Meinegute Mutter^ 
seidsfol^: ich trage die Fahne' The regiment comes to a castle; com- 
fort again . . . "in seidenen Sesseln sit^en md bis in die Fingerspit^en so : 
nach dem Bad sein. Und wieder erst lernen^ was Frauen sind\ The short 
sentences of the picturing prose burst into lovely verse with 
strangely scattered rhymes when the cornet comes to his love 
story. "Die Grdfin Idchelt' He is her page . . . Childhood, that dark, 
soft robe, falls from his shoulders. "Die Furmstuhe ist dunkel, Aber 
sie kuchten sich ins Gesicht mit ihrem ludcheln, Sie fasten vor sich her wie 
Blinde und finden den andern wie eine Tur. Fast wie Kinder^ die sich vor der 
Nachf dngsfigen, drangen sie sich ineinander ein, Und dochfurchten sie sich 
nicht. Da ist nichts^ was gegen sie ware: kein Gestern^ kein Morgen; denn 
die Zeit ist eingestur\t, Und sie bluhen aus ihren Frummernd The Turks 
arrive - drums beat - clarions call - but the banner is not there. 
The Turks set fire to the castle. Cornet Rilke rushes out. "Auf 
seinen Armen trdgt er die Fahne wie eine weisse, bewusstlose Frau, Und er 
findet ein Pferd^ und es ist wie ein Schrei . . . Und da kommt auch die 
Fahne wieder ^u sich^ und niemals war sie so kdniglich; und jet^t sehn sie 
sie alle^fern vor an ^ und erkennen den hellen^ helmlosen Mann und erkennen 
die Fahne^ And sixteen scimitars swirling round the cornet’s head 
end his saga. "Der Waffenrock ist im Schlosse verbranntd The fascin- 
ation of the story is heightened by its very lack of description: 
details are thrown out which must be pieced together; as for 
instance the last sentence, which reveals that the boy had rushed 
out from the alcove without his Waffenrock, 

Das Buch der Bilder (1902) marks a transition from the mysticism 
of Das Stundenbuch to Fieue Gedichte, in which picture and mysticism 
blend. The title and the poems of Das Buch der Bilder show the 
influence of Rilke’s residence among the painters of Worpswede, 
where the business of the day was the making of pictures - and 
pictures of a real world. The volume is made up of a series of 
impressions and sensations ("Erkbnisse^), each of which is shaped 
to a picture. Notable is the metrical skill with which the intensi- 
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jfication or appeasement of the sensation is conveyed by changes 
of rhythm (^aktwechsel) or variation of line length. Of the themes 
handled death is the most insistent. In Kitter death is a prisoner 
in the knight’s body, waiting for the inevitable sword-thrust to 
release him: 

Keitet der Kitfer in schwar:(em Stahl 
hinaus in die rauschende Welt, 

Und draussen ist alles: der Tag md das Tal 
md der Fremd und der Feind md das Mahl im Saal 
und der Mai und die Maid und der Wald und der Gral^ 
und Gott ist selher vieltausendmal 
an alle Strassen gestellt, 

Doch in dem Pander des Fitters drinnen^ 

hinter den fins ters ten Bingen, 

hockt der Tod und muss sinnen und sinnen : 

Wann wird die Klinge springen 
uber die Eisenhecke, 
die fremde befreiende Klinge^ 
die mich aus meinem Verstecke 
holt, drin ich so viele 
gebuckte Tage verbringe, — 
dass ich mich endlich strecke 
und spiele 
und singe. 

Rilke’s psychological (and therefore unromantic) note comes out 
clearly in this poem, in which, we have romantic paraphernalia 
enumerated to evoke a medieval atmosphere, but only because 
the idea of death encased in chain-mail enhances the doctrine of 
man s body as death’s prison-house. There is the same medieval 
note in Strophen, where death is an artificer of cathedral beauty: 

1st einer, der nimmt alle in die Hand, 
dass sie wie Sand durch seine Finger rinnen. 

Er wdhlt die schonsten aus den Koni^nnen 
und Idsst sie sich in weissen Marmor hauen, 
still liegend in des Mantels Melodie; 
und legl die Konige t(u ibren Frauen, 
gebildet aus demselben Stein wie sie. 
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1st einer, der nimmt alk in die Hand, 
dass sie me schlechte KJingen sind md hrechen. 

The poem at once recalls the medieval folksong ‘jEr ist ein Schnitter 
heisst der Tod\ of which perhaps the opening inversion is a remin- 
iscence; and in both poems it is the picture which brings the 
message home: there the skeleton reaper mowing all the familiar 
flowers of the field, here the refulgence of the marble in the dim 
cathedral aisles. How effective is the synaesthesia of des Mantels 
Melodie: we pass by the sarcophagi of lovely queens and mighty 
Icing s and the association of picture and idea is a faint music in 
our minds. Other lyrics deal with childhood (Kindheit, Aus einer 
Kindheit). The sexual expectancy of boys and maidens occurs again; 
in Die Heilige the theme shapes itself definitely to Pubertatspoesie, 
while in Von den Madchen there is the mystical presentation of the 
soul of ‘dark poets’ as inviolably virgin: ‘Keine darf sich je dem 
Dichter schenken, ] wenn sein Auge auch um Frauen bat; | denn er kann 
euch nur als Madchen denken . . . ’ The nature and functions of angels 
inspire another group of poems. Der Engel daringly begins : ‘Sie 
haben alk rniide Munde | und belle Seelen ohne Saum. | Dnd eine Sehnsucht 
{trie nach Sunde) | geht ihnen manchmal durch den Traum . . . ’ Angels 
are the divine essence sent by God to shape the chaos of what is 
still a beginning: 

Nur trenn sie ihre Flugel breiten, 
sind sie die Wecker eines Winds : 
als ginge Gott mit seinen rreiten 
Bildhauerhanden durch die Seiten 
im dmklen Bucb des Aabeginns. 

In Der Schutt^engel the guardian angel is the bird that comes to the 
poet when he awakens in the night and calls - with arms, not with 
a name, for that is an abyss a thousand nights deep; and thus the 
angel is the shadow in whom he went to sleep, the picture of which 
he is the frame; he hails the angel: 

Du bast micb oft aus dunMem Bahn gerissen, 
mnn mir das Schlafen trie ein Grab erschien 
und trie Verlorengehen und Entfliehn, - 
da bobst du micb aus Hen^ensfinstemissen 
und wolltest micb atf alien Tiirmen hissen 
me Scharlacbfabnen und trie Draperien. 
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The angel is the revelation of the unspeakable God : and may the 
poet question the angel concerning God ? - 

Du Seliger^ wann nennst du einrnal Ihn^ 
aus dessen siebente^^ und let^tem Tage 
noch immer Glan^ auf deinem Flugelschlage 
verloren liegt. 

Befiehlst du^ dass ich frage? 

In these varying pictures of the angel the base is of course the 
imagery of the Christian church; but how vivid - and childlike! ~ 
is the idea of the enamel on the angel’s wings, forgotten but still as 
bright as it was on the seventh day of Creation. The most mys- 
terious of the angel poems is Verkundigung. The angel, coming 
with his Annunciation to Mary, says : 

Du hist nicht ndher an Gott als wir; 
wir Sind ihm alle weit 
Aher wunderhar sind dir 
die Hande benedeit. 

So reifen sie bei keiner Frau, 
so schimmernd aus dem Saum: 

Ich bin der Tag, ich bin der Tau, 
du aber bist der Baum. 

Ich bin jet^t matt, mein Weg war weit, 

vergib mir, ich vergass, 

was Er, der gross in Goldgeschmeid 

wie in der Sonne sass, 

dir kunden Hess, du Sinnende, 

(verwirrt hat mich der Rauni). 

Sieh : ich bin das Beginnende, 
du aber hist der Baum. 

Ich spannte meine Schwingen aus 
und wurde seltsam weit; 
iet^t uberfliesst dein kleines Haus 
von meinem grossen Kleid. 

Und dennoch hist du so alkin 
wie nie und schaust micb kaum; 
das macht: ich bin ein Hauch im Hain, 
du aber hist der Baum. 
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Dk Engel alk bangen so^ 

I as sen einander los: 

noch nie war das Verlangen so^ 

so ungewiss md gross. 

Vielleichfy dass Etwas bald geschkht^ 
das dii m Traum begreifst. 

Gegrusst set ^ meine Seek sieht: 
du hist bereit md reifst. 

Du hist ein grosses^ hohes Tor^ 
md aufgehn wirst du bald. 

Du^ meines Liedes liebstes Ohr^ 
jet^t fuhle ich: Mein Wort verlor 
sich in dir wie im Wald. 

So kam ich und vollendete 
dir tausendeinen Traum. 

Gott sah mich an; er hlendete . . . 

Du aher hist der Baum. 

The key to the meaning - it does not leap to the eyes - is Rilke’s 
doctrine of the patient maturing of personality. 'Du hist bereit und 
reifsf may be said to any human being in the growing stage, and 
any virgin is the most fit symbol for what may pass into the great 
gate of growth (the sexual image should not be taken as offensive). 
The striking thing is the bold contrast between angel and Virgin. 
The angel, too, is a beginning^ - of the new conception of the 
nature of angels, but in that sense his growth is not within himself 
but in the shaping mind of contemplative man, whereas the Virgin 
is in herself organic growth. And she may bear the Messiah an- 
nounced in Das Stundenhuch\ she is the Tree of fruit to be. Rilke is 
ver}^ fond of Tree’ as an image for organic life springing from 
roots deep in the soil into the kiss of air and wind and spreading 
a majestic crown of leaves. And for Rilke 'Bereitschaff is synonym- 
ous with 'Empfdngms\ The Virgin then (any virgin) is the symbol 
of maturity to bear, of fertility, while the angel is only the begin- 
ning of the radiance which in the fullness of days will flow be- 
tween the teeming dark deeps of earth which feed existence and 
the daaxling golden glitter of Heaven. 

Rilke’s own full maturity is in the two volumes of Neue Gedichte 
^ Cf. Der Engel in ISieue Gedichte. 
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(1907, 1908). The interest of the poems here gathered in is so 
ramified that in the scope of such an essay as this only a hint of 
their significance can be given. They have, as is the case with 
Hebbel’s plays, threefold sense: that of object, type, and symbol. 
Rilke also aimed at achieving congruence of object, rhythm, and 
atmosphere. The Nm Poems are yet another attempt at a Ugende 
des si'ecles, for they give a picture of all the phases of culture - 
Biblical, Greek, Roman, medieval. Baroque, Oriental, modern. 
A chronological division is, however, quite illusory; for all these 
periods merely serve to provide subjects which illuminate present- 
day states of mind. The terrible despair of Christ in Der Olbatm- 
garten, for instance, is worlds removed from the spirit of the New 
Testament: Christ in His agony (the agony of any man whose 
ideals crumble into dust) denies God and all divinity. 

The predominating influence is that of Rodin. Rilke himself 


stated what Rodin had taught him: to labour patiently. 'Travailkr 
toujoursF was Rodin’s advice. Hitherto Rilke had thought that 
inspiration was sufficient; from Rodin’s example he learned that 
inspiration must be laboured into the flawless work of art. Now 
the poet s aim is to create Kutistdinge’ , which, he says in a letter to 
Lou Andreas-Salomd, have the need of existence of the created 
thing they represent. The aesthetic doctrine of ‘things’ which 
Rilke applied in New Poems he interpreted in the second part of 
his lecture Auguste Rodin (1907). ‘Thing’, he says, implies fixed 
ccmtours in space; a shape in which all movement has ceased and 
which is something permanent in the shape in which it is seen 
A thing endures, a human being does not endure. If the beauty 
we see anywhere is by imitation transferred to a thing, then this 
^g lasts longer than that from which it was imitated. Not only 
does It last it lives - as eternal beauty; it lives, because it stirs 
emotion Rilke thereupon shows that Rodin by the distribution of 
fight on ffis surfaces accomplishes the miracle of expressing move- 
ment and of expressing by this suggestion of movement what is 
pmg on Within the object imitated; that is, he gets soul as well as 
tedy mto his sculpture. And this is what Rilke attempts in his 
New Poems. Movement of course must be progressive;^and pro- 
gcs^^ movement (fortsdreitende Hand/ung) is according to Les- 
ng (the great authority on the relations to each other of the arts) 
the very essence of poetry: whfle poetry reproduces action con^ 
secutive in plastic art can only fix in" space an action^ 
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its "most pregnant moment’, that is, at the moment when all the 
meaning of the action has most significance for the purpose of art. 
If, therefore, Rilke was right in thinking that Rodin manages to 
suggest progression in his fixed pregnant moment, then Rodin’s 
sculpture gives the lie to Lessing’s sharp division between plastic 
art and poetry, and Rilke continued the disproval by looking at 
the object of his poem with a sculptor’s eye and suggesting pro- 
gression to and from the pregnant moment or crisis, or feed 
object in space into which he reads the stirrings of a soul, by 
projecting such a moment into a magic light. But he does more 
than that: to the magic light in which he bathes the picture he 
adds the suggestiveness of his subtle music. Theoretically then - 
and Rilke was no doubt aware of the possibilities of his melange 
des genres ~ the poems he aims at creating are, literally, a synthesis 
of philosophy, plastic art, music, and poetry. Whether the inten- 
tion is or is not reaii2ed is another matter - if not, then Lessing’s 
relentless mathematical reasoning still holds; but certainly the 
fascination of Rilke in his maturity does lie in a glimpsing, how- 
ever baffling, of manifold meaning. 

These poems of Rilke in which he applies his new aesthetics are 
today classed as ^Dinggedichte\ The term was coined by Hermann 
Pongs in Euphorion, Vol. 32, 1951; he says: 'Sem eigentumlkhes^ 
plastischesEormidealdrdngtdahin^ ^^T>inge ^ machen'\ '^Wirklichhiten^ 
die aus dem Handwerk bervorgehen^^ {Brief e JJJ, 1 19) . . . Kein Sichwerfen 
in die Ichgefuhle mehr wie in der Fruhljrik, vielmehr ein Absehen vom Id, 
das sid steigert bis Absehen vom Mensdliden uherhaupt, um die 
Atmosphdre der Dinge gan^ edt gehen, ^'Dinggedidte^^ so^usagen. 
Nidt am wedselnden Eindruck haftet er wie der Impressionist, er sudt 
das Wesen mit alien Seinsbesfigen, die jedes Ding erst ^um Ehdnomen 
erbebeni 

Pongs with his Absehen vom Id' refers to another salient feature 
of l\ew Poems, Rilke has here completed his progression from per- 
sonal lyricism to the depersonalized realization of things. (Oskar 
W alzeP sees in what he calls ^Esttidung der L^’riA' a characteristic 
of recent lyric verse, e.g. in that of Daubler, Werfel, and Trakl.) 
The elimination of personal feeling had of course been one of the 
imperative demands of the French Parnassians ; but one has only 
to compare Nene Gedidte with Richard von Schaukal’s more or 
less Parnassian poems to realize that Rilke’s depersonalized reality 
^ 'Deutsche Uierafttr seif Goethes Tode, 
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is vitalized by personality. If, for instance, in Rilke’s Fanther there" 
is Rilke himself, then the poem is intensely personal; that is, it is a 
true lyric, and not a careful Parnassian elaboration ; what matters is 
the feeling, not the picture or the cosmic sense of the picture. It is 
true that though the symbolism is highly personal the person of the 
poet symbolizes the higher intelligence of man; and thus we get 
what we might call an intellectualized cosmic symbolism. Rilke 
projects himself, if only as depersonalized intelligence, into his 
object; and it may be w^rong to say that in Der Panther - which 
may serve as a type he reflects the inner nature of his object. He 
is perhaps only impersonal in so far as he says ‘panther’ instead 
of ‘I’. We know how this particular poem came into being. Rodin 
in his bluff way had said to the poet; ‘You can’t see, go to the 
Jardin des Plantes’; and Rilke had obeyed, had watched, and tried 
to pierce into the inner life of the animals behind the bars. The 
result was a poem as poignant, from the animal point of view, as 
Ralph Hodgson’s famous poem; but cruelty to animals is not 
Rilke’s subject. The picture of the caged animal is the object of 
the poem, the panther is the type, and the symbol is man cribbed, 
cabined, and confined in the torment of irrealizable creative desire: 

Sein B/ick ist vom Voruhergehn der Stdbe 
so mid geworden^ dass er nichts mehr halt. 

Ihm ist^ als ob es tausend Stdbe gdbe 
mid hinter tausend S taken keine Welt. 

Der weiche Gang geschmeidig starker Schritte^ 
der sich im alkrkJeinsten Kreise drehty 
ist wie ein Tanz von Kraft urn eine Mitfe^ 
in der betdubt ein grosser Wille steht. 

Nur einmal schiebt der Vorhang der Pupille 
sich lautlos auf - . Dann geht ein Bild hineiny 
geht durch der Glieder angespannte Stille - 
und hdrt im Herzen auf 

The "Kongruenz von Ohjekty Bhythmus und Atmosphdre^ is obtained by 
the regularity of the rhythm, as regular as the pacing of the aniTna] 
in his confined space; and the fatigue and despair is indicated by 
the slow monosyllables and the truncation of the last line, while 
the passing of bar by bar before the panther’s eyes is suggested by 
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SfabegSe, The tonal qualities of Derweiche Gang geschmeidig starker 
Scbrifte (velvety softness wedded to striding strength) will be 
missed by no one. 

What new meaning Rilke can get into a Dinggedicht may be seen 
by comparing Conrad Ferdinand Meyer’s Der romische Brunnen with 
Komische Fonfme: the Swiss poet’s poem is just a fine picture of a 
chose vue^ while in Rilke’s poem, though all seems to be just a 
picture, he himself is the tiered fountain gathering impressions 
and calming them to the perfection of dream. The isolation of 
majesty (probably in Stefan George’s sense) is conveyed by Die 
Treppe der Orangerie: Versailles*, 

Wie Konige die schliesslich nur noch schreiten 
fast ohne Ziel, nur urn von Zeit z(U Zeit 
sich den Verneigenden aufbeiden Seiten 
^eigen in des Mantels Einsamkeit - : 

so steigf^ allein ^wischen den Balustraden^ 
die sich verneigen schon seit Anbeginn^ 
die Treppe : langsam und von Go ties Gnaden 
und auf den Himmel und nirgends hin; 

als ob sie alien Folgenden befahl 
^uruck:(uhleihen^ - so dass sie nicht wagen 
von feme nach^ugehen; nicht eimnal 
die schwere Schleppe durfte einer tragen. 

Here the central object is the staircase - marble is not mentioned, 
but marble is what we see - filling the picture, but in a fantastic 
light, magnified by the symbol of lonely kings (and by the swift 
association of ideas of all those who are isolated from their fellows 
by the grace of God) trailing all their magnificence, even their 
heav}^ train. 

In the Flew Poems Rilke often paints by adding detail to detail, 
but with the inner sense in equal progression, so that revelation 
of the total idea spchroni^es with the finishing of the picture. 
This process is quite wonderful in Corrida^ in which we see first 
the black bull and his bull’s feelings for the picador, then the 
picador in gold and pink silk, and at the end heaped adjectives 
picturing the masterly and nonchalant death-thrust. Very striking 
in Jugend-Bildnis meines Vaters are the closing lines which give 
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meaning to this splendidly touched up family portrait (the poet's 
father in the officer’s uniform he wore in his pre-railway days): 
£)// schnell vergehendes Daguerrotjp \ in nieinen iangsamer vergehenden 
Hdnden\ faded old portrait from the days when photography be- 
gan, in my hands that fade too, though less quickly (but this, the 
Kxinsfding I have made of it - if it is such - will not fade). Geburt 
der Venus would be no picture at all if Lessing’s dictum were true 
that description seriatim is futile because we see only one detail at 
a time. Rilke paints a picture of Venus from top to toe, with sliift- 
ing light and shade. The poem thrills, however, not by the elabor- 
ation of a picture but by the consistent visualhation of the process 
of birth (V enus does not rise from the sea, but is literally born 
from the broad wlva of waves rimmed with pubic hair of foam) 
and the surprises of the imager}' w^hich fondle the divine limbs, 
not, however, as in certain full-length erotic portraits,^ merely as 
a prurient pretext to throw the sexual parts into relief, but wdth a 
cool detachment which fastens on the symbolic newness of the 
suggestions : 


\Jnd in dem Kelch des Beckens lag der Leib 
wie eine junge Frucht in eines Kindes Hand. 

In seines Nabe/s engem Berber war 
das gan^e Dimkel dieses helien Lebens. 

Damn ter hob sich licht die kleine Welle 
und floss bestandig uber nach den Lender, 
wo dann und wann ein stilles BJeseln war. 

Durchschienen aber und noch ohne Sehatten, 
wie ein Bestand i*on Birken im April, 
warm, leer und unverhorgen, lag die Scham. 

The wind freshens and fills the new’' breasts so that like sails full 
of distance they float the diaphanous maiden to the shore. And at 
noon, in the heaviest hour, the sea once more rises and casts a 
dolphin on to the self-same stretch of sand - ^Tot, rot und offen^. 
Life is born of death . . . 

The full sense of some of the poems can only be gathered from 
knowledge of Rilke’s previous books or of his correspondence; 
thus Der Anse^tig des verlorenen Sobnes is clarified by the light of the 
passage in Malte: ^Man wird mich schwer davon uber^eugen, doss die 
^ Shakespeare’s Venus and Adorns, J. C. Gunther’s Bridal Night poem. 
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Geschichte des verlorenen Sohnes nicht die Legends dessen ist, der nicht 
geliebt werden wollte: This, as we have shown, is literally true of 
Rilke’s own life; and he handles his determined homelessness in 
other poems {Der Dichter, Der Fremde). Sex problems form the 
theme of many of the New Poems, and all phases of sex life are 
touched, from the rejection of the male to sexual exhaustion; the 
latter theme is in Abisag linked to a picture of maiden pre-puberty. 
Woman in all her phases, from the pre-puberty of Abishag to the 
gorgeous cmelty of Die Kariisane, in whose hak is the gold of 
her native Venice (and thus the picture is a Titian), whose eye- 
brows are like the bridges leading over the canals to the throb 
and peril of the sea: 

...Wer 

mich einmal sab, beneidet meinen Hmd, 
mil sid auf ihm oft in ^erstreuter Pause 
die Hand, die nie an keiner Glut verkohlt, 

die unverwundbare, gesdmUckt, erholt 
Und Knaben, Hoffnungen aus altem Hause, 
gehn wie an Gift an meinem Mund vtugrund. 

Very penetrating are the poems which illuminate the state of mind 
of prophets, medieval saints, beguines. In these religion is psycho- 
logicaUy interpreted; Vor-Ostem: Neapel forms a gross contrast 
to these, and will by most be read as an obscene mockery of the 
Catholic religion. Dinggedidte in the most literal sense are poems 
which show the inner life of dead matter: poems on churches. Die 
Laute, Die Sonnenuhr. Those poems which come under the heading 
of flower-symbolism and animal-symbolism sometimes play with 
recondite but luring significance {Das Paseninnere, Plane Hortensie). 
The transpositions of pictures may betray the influence of Cezaime 
and Van Gogh, as for instance Auswanderer-Sdiff: Neapel. In this 
picmre of an emigrant ship in the Bay of Naples taking in oranges, 
fish, and bread no colour is mentioned except ^das ^osse graue 
Sdiff’’, nevertheless one sees over the deep blue of the sea the 
terraced shore and, in splashes, the yellow of the oranges, the 
warm brown of the bread, the silver scales of the fishes, and, in 
grim contrast (life and death) the womb of the ship gaping open 
to take coal in. A painting might have created the same impres- 
sion, but more dubiously, for the poem is staged skilfully to the 
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grotesque of the ending words "offen me der Tod\ The transposi- 
tions of statues {Fruher Apollo, Archdischer Torso Apollos, Kretische 
Arfems) provide perhaps the best object-lessons for testing Rilke’s 
sculptural theories. The conception of permanence in a Kjmsfding 
is brought out in Tanagra, The ven^ soul of dancing flashes and 
flames in Spanische Tdf^erm. Die Insel: JSlordsee is one of the com- 
paratively rare poems with German themes : the taciturn character 
of Holstein men is interpreted by that turning inwards of the spirit 
which means so much to Rilke ; we get it even in Morgue, attributed 
to corpses \\ ashed out of the Seine ~ ‘Die Augen haben hinter ihren 
Lideifi sicb UDigewatidt und schuueti jeti^t hiftehf ^ Morgue is not in- 
tended to be grotesque; the grotesque poems proper are Legeude 
mi den drei Lehendigen und den drei Toten, Der Kdnlg von Munster, 
Totentan^, Dasjmgsfe Gericht, Die Versuchung, Fapageienpark, Kreu^i- 
gung (and this will shock many) is also in the nature of a grotesque. 
For humour veiling pathos Der Kdnig should be read - and com- 
pared (as a portrait of a Spanish prince) with Stefan George’s Der 
Infant 

On May 19th, 1922, Rilke wrote from his tower at Muzot to a 
Iad\ that zest in creation had returned to him : ‘Die niir liber alles 
lieben{ipi2 ingrossartigerEinsamkeithegonnenen und seif 1^14 fast gatts(^ 
unterbrochenen) Arheiten konnten meder aufgenommen - , konnten unter 
unend/icher Fdhigkeit, ^u Ende gehracht wer den, - Danehen gingeine kleine 
Arbeit her, fast ungewollt, ein Nebenstrom, liber jo Sonette, die Sonette 
an Orpheus genannt, und geschrieben als ein Grabmal fur ein jungverstor- 
benes Madchenl He is referring to the Duineser E/egien (1923). The 
first of them had been written in 1912 at Duino (p. 165); hence 
their title. Rilke not only loved the Duineser E/egien ^more than all 
else , but he actually rated them as his best work; and this is one 
reason why critics and academic teachers burrow into them to 
earn the cachet of superior intelligence. The form alone should 
make one sceptical. Rilke called these poems ‘elegies’ because they 
are approximately in elegiac metre. Technically this implies dis- 
tiches of rising hexameter and falling pentameter to give the sob 
and sigh of plaintive feeling, but the Duineser Blegien are far from 
conforming to this traditional type — the lines are merely hexa- 
rneter-like, but not so like as those at which Tennyson turned up 
his classic nose — barbarous experiment, barbarous hexameters’. 

It is of course quite consistent with Rilke’s general system of effect 
^ Bthfe an elm junge Frau (1930). 
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by irregularity that he should vary this pattern of six-foot lines 
by shortening to five: 'Wer^ wenn ich schriee^ horte mich dem aus der 
Engel I Ordnmgen? The rhythm is rarely fluent; and it is hard to 
escape the conviction - confirmed by Rilke’s letters from the 
period of composition (the passage quoted hints at impotence 
which cannot all have been due to the nightmare of the War) - 
that they are the product of an exhausted mind. If the verse flows 
like a dogged river, the sense too has to be recovered by diving 
beneath the surface. It is only by battling hard with the Duino 
Elegies and their ‘tributary stream’, the Sonnets to Orpheus^ that we 
reali2:e where the irresistible magic of the New Poe/ns lies ~ in the 
sheer music of the verse. On the other hand it must be admitted 
that there is a vital ripening of the poet’s nursed ideas ; and it may 
be true that rhythm and language are with desperate ingenuity 
devised to fit the other-worldliness of the themes - for the spirit 
message a new spirit language and melody. 

In the I St and the and Elegies man and angel are contrasted. 
If an angel took the poet to his heart the poet would perish. For 
the beautiful is the beginning of the terrible, and every angel is 
terrible. Where are the days of Tobias when an angel stood at a 
simple threshold (Zur Reise ein wenig verklezdet und schon nicht mehr 
furchtbar)} The angels feel beauty and do not perish; we mortals 
are consumed by beauty; it slackens us fire by fire. And they who 
are beautiful perish: the divine flashes in their face and fades. If 
we attain ourselves (that which in us is divine) it passes like the 
morning dew on grass. We perfect ourselves, and die into matter; 
but matter retains nothing of the perfume of our perfection. May 
it be that this perfection we have striven for passes into the angels ? 
If that were so, what we achieve of beauty is immortal (it exists 
in the idea), Rilke’s worship of angels is a reaction from his con- 
tempt of the human body. Really it all comes to saying that the 
human body is a horrible hindrance. But Rilke was a very sick 
man when he wrote the Elegies - diseased physically, and obvi- 
ously (with his Angstneurose) at the limits of sanity. His fear of 
pain deprived him of a normal man’s attitude to his body. To him 
the body was the wretched mid- way thing in which world and 
soul fought their pitiless battle - ‘a magic circle’, he says, ‘which 
shuts me in as in an Inferno by Breughel’. The body is Hell be- 
cause, being possessed by the world (which to Rilke at this stage 
meant physical suffering and the fear of it), it is beyond the reach 
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of angels. But by the law of contraries - and by his very nature 
Rilke has the pictorial logic of the old mystics - if the body is the 
devil then there must be, however far remote, that divine some- 
thing which the devil's very close presence proves; and Rilke 
chooses to call this divine and luminous something, this contrary 
of the body feed helplessly in disease and darkness, "angef. The 
terrible thing is that man, for all bJs yearning to transform what 
within him is earthly to the divine - by that eternal transformation 
which is the will of the universe - cannot proiect himself into the 
angels as (by the law of heredity) he can project himself into his 
descendants : there are mechanical Darwinian laws for the brute 
body but not for the soul. 

The I St Elegy, then, is negative. But Rilke in a letter written a 
year before his death interprets the general sense of the Elegies as 
affirmative of life : 'h den Ekg/en mrd . . . das Leben nieder moglich^ 
ja es erjdhrt hier diejenige endgfdtige Bej ah u ng^ der es der junge Malte 
. . mch nicht Juhren konnfe. Lebens- und Todeshejahung erweisf 
sich als Eines in den Elegien, Das eine ^ia^ugeben ohne das andere^ 
sei^ so wird hier erfahren und gefeiert, eine schliesslich alles Unendliche 
ausschJiessende Einschrdnhmg, Der Tod ist die uns abgekehrte^ von uns 
unbeschienene Seite des Lebens: wir mtlssen versucben^ das grdssesfe 
Bewusstsein unseres Daseins leisten, das in beiden unabgegren^ten 
Bereichen ^uHause ist^ a us beiden unerschopflich gendhrt^ 

. . . Die wahre Lebensgesfalf reicht durch beide Gehiete^ das Blut des grd- 
ssesfen Kreislaufs freibt durch beide: es gib t rveder ein Diesseits 
noch Jenseits^ sondern die grosse Einheitd 

The I St and and Elegies continue the interpretation of love and 
lovers which in Malte is so subtle; here again the love of man is 
depicted as a biological impulse, while that of women such as 
Gaspara Stampa and Maria Alcoforado (see p. 205) is pure and 
essential because it is not merely in the blood. This ‘hidden and 
guilty river-god of the blood' is in the 3rd Elegy used to shadow 
forth Rilke's gospel of sex, which is anything but romantic. After 
the War Rilke's religion had developed into a species of worship 
of sexuality: this was heightened by his acquaintance with Freud, 
and was expressed in two letters published in 193 5 under the title 
of VJher GofL There had been idealization of sex too in the Rodin 
lecture : ^Hier hunger t die Menschbeit uber sich hinaus. Hierstrecken sich 
Hdnde aus nach der Ewigkeit, Hier dffnen sich Augen^ scbauen den Tod 
und furchten ihn nicht . . . ' What in the 3rd Elegy is dimly celebrated 
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is the cosmic force which impels man and maid to their embraces, 
which for purpose have not the unborn child but the fathers lying 
like crumbled hills in our deeps and the dry river-bed of mothers 
to be . . . Man’s love does not pulse at the call of mother or gentle 
maiden, but is the heart-beat of countless generations. 

In The Book of Poverfj and Death and in Malte Rilke had shown 
death to be an integral part of life. In the Elegies death is a means 
of transcending life, a transformation such as that of the child 
from womb to world. 

In the I St Elegy Rilke deals with an apparent difficulty : if what 
we mature by a rich life passes over into death, then those who 
die young take over an unripened fruit, and to them death is 
strange. But since life and death form a unity then the living can 
help these unripened dead until they grow conscious of eternity. 
The 4th Elegy - which is in decasyllabic iambic blank verse - 
deals with the drama of life which is played in the consciousness 
of death’s presence, mourns the disharmony in the adult of mask 
and being, and points back to the undisturbed unity of childhood 
in which, since there is no consciousness, there is no mask. The 
implication is that if man could strip off appearance and attain the 
reality of his inner being he would lose all consciousness of seem- 
ing and act, as puppets do in a play, without seeking something 
by the acting. In the 5 th Elegy - one of the most difficult - acro- 
bats are celebrated as being more fugacious than other men ^(Wer 
aber sind sie^ sag mir^ die Fahrenden^ diese ein wenig | Fliichtigern noch als 
mr sejbst?^). The idea — conveyed by a series of shifting associa- 
tions which pass and fade as in a half-remembered dream — is that 
acrobats are a model for us, because they act to the will of the 
spectator - that is, as puppets; as we might act - instruments 
responding to a divine touch — to the will of the angel, if our 
actions were controlled by what the devising force above us de- 
sires. This image of acrobats, possibly suggested by Picasso’s 
picture Les Saltimbanqms^ is a link in Rilke’s final argument that 
suffering is a necessary part of our functions under divine guid- 
axKe, The 6th Elegy, the shortest, unfolds from contemplation of 
a fig-tree which fruits without blossoming the conception of the 
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hero who, in his fullness of being and deed, does not stay to ripen 
his fruit, but, like those who have passed away in youth, rushes 
to death. (The idea is mooted in the ist Elegy: ^Denk: es erhdltsich 
der Heldy selbst der Untergang war ihm 1 mr ein Vorwand^ sein : seine 
let^te Geburii*) But if the hero is praised for his disregard of life 
the implication might be that life is without value. The 7th Elegy 
disproves this by glorifying existence. "Hiersein ist herrlich.^ And 
therefore the poet, addressing the angel, whom he fears no more, 
lauds what life has created - cathedrals, music, love. The essential 
thing is that now in the 7th Elegy the human race is magnified ~ 
for its achievements - whereas hitherto only individual represen- 
tatives of humanity - lovers who love for love’s sake, those who 
died young, the acrobat, the hero - had been praised. - The 8 th 
Elegy is a variant of the 4th in which children are shown to have 
unity of being; in the 8th animals have it, for they too live an 
‘open’ life unburdened by consciousness ; that is, in a state of pure 
existence, which man can attain by death only. The 9th Elegy, a 
hymn to life, answers the question asked in the ist Elegy: What 
is the purpose of human existence? The answer is that we do not 
live to gain experience, knowledge, happiness, but for the sake of 
existence itself. We must, therefore, praise existence, praise the 
simple things of life, and give them permanence by making visible 
in them that which is invisible in ourselves. Here we have again 
Rilke’s doctrine of things to which we, the most transitory of 
beings, give permanence by shaping them in art. There is another 
late elaboration of the theme in the poem Der Goldschmied^ the 
seizure of the artist by the thing and the projection into the thing 
of the artist’s soul: 

Katim greift aus uns und uberset^t die Dings : 
dass dir das Dasein sines Baums gelinge^ 
wirf Innsnraum um ihn^ aus jenem Kaum^ 
das in dir west. 

Having thus, in the 9th Elegy, justified life, in the loth the poet 
accepts pain and sorrow, which will pass with us into the next 
world. Life is the city of pain (Leid-Stadt), death is the land of pain 
(JLeidland). Tf I were to cry out,’ the ist Elegy begins, ‘who would 
hear me in the cohorts of the angels?’ In the loth Elegy the angel 
has heard and has approved all; approved, too, the ‘grim insight’ 
^ JLe/^fe Gedichte und Fragmentarisches. 
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with which the mysteries have been probed. The path has been 
through Hell (the Hell of Malte) upwards to the Angel ~ not with 
the Angel, as was the case with Dante and Stefan George. Now 
the Angel is near, and, though still terrible, the terror and the 
mystery of his super-humanity are known' to the mortal, and there- 
fore the mortal can adore in jubilation. Here the aim which had 
throughout his poetic striving lured Rilke, to interpret life, is (in 
his own belief) realisied at last, and to the full. Realizing that the 
'God’ he had created in Das Stmdenhuch had been himself, above 
all a projection of his own loneliness, and that Malte too had been 
a poignant re-creation of himself, he had turned to the creation of 
things without himself in the Dinggedichte^ but even in these, as 
we have seen - and as the 9th Elegy confirms - the reality is trans- 
ferred personality. The Duino 'Elegies represent a third stage in his 
development, complete objectivity or utter elimination of himself, 
solution of the mysteries achieved by love of life which asks for 
nothing except life to suffer in. Rilke indicates the nature of his 
volte-face in his poem Wendung^ : what he had hitherto achieved had 
been first by a mystic worship and then by a visual process. Into 
his vision he had taken beasts and birds and flowers, and he had 
been they. But in alien rooms of strange inns and in his torturing 
bed it had been borne in upon him that in all this there was naught 
of love, and that to what he might still do of this nature conse- 
cration would be denied. For to vision, he says, there is a limit, 
and what vision has by the infusion of soul made more than a 
thing seen should grow and thrive in the folds of love. When the 
eyes’ task is completed the heart should cherish the prisoned pic- 
tures, For the poet, though he overpowers and possesses these 
things, does not know them. Knowledge, as the Duino Elegies climb 
stage by stage to their culmination, is achieved by the justification 
of suffering, that dark evergreen of life in which we abide. A youth 
may for a short space follow, as he would a luring female, Lament 
when he finds her haunting the noisy fair-booth of life. But Lament 
is friend and solace only to those who have died young, and to 
m^dens: to them she reveals the treasures she wears, pearls of 
pain and delicate veils of suffering. In the Valley of Pain one such 
} cuth who has died young questions a Lament, an ancient of days, 
and answering she tells him how mighty the race of Lament has 
ever been: 


^ Geduhte und Fragmentariscbes. 
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U/id sie lelkt ihn kkht durch die u'eite handschaft der Klagefi^ 

^eigt ihm die Sdukn der Tempel oder die Trimmer 
jener Bur gen ^ von wo Klage-Tursten das Tand 
einstens weise beherrscbt, Zeigt ihm die hohen 
Trdnenbdtmie mid Felder hluhender Wkhmut, 

(Lebendige kennen sie nur als sanftes Blathverk); 

Z^igt ihm die Tiere der Trauer^ weidend^ - mid manchmal 
schreckt ein Vogel mid ^iehi^ flach ihnen fliegend durchs Aujschatm^ 
iveithin das schriJtUche Bild seines vereinsamten Schreis. 

(The extract is sufficient to provide hostile critics with a cry that 
this is an anaemic allegory of the medieval sort; nor will such a 
critic be impressed by the picture of the ominous bird flying 
through the spectator’s upturned vision and writing the image of 
its lonely wail - really a fair example of Rilke’s characteristic way 
of seeing his images complete as pictures or sculpture.) This age- 
old Klage points to the monument that, like the sphinx by the 
Nile, has a human face whose ripe rounding is marked in the dead 
boy’s hearing as he gazes by the slow flitting of an owl past its 
cheek. (Again a picture 'which might be cryptic if we did not know 
from Rilke’s correspondence that it is a reminiscence of his Egyp- 
tian travel.) Thence she leads him to the moonlit gorge whence 
flows the river of Joy into the land of men. 

It would be idle to claim that there is variety of theme or specu- 
lation in the Duino Elegies^ or indeed - since in these Elegies the 
ideas which have haunted Rilke from his earlier years shape them- 
selves as a finished flower round his central conception of the 
divine -- in his work as a whole. Irreverent medical men have 
written tractates to prove that the poet was a sufferer from ob- 
sessional mania. But even if this is admitted it might be shown 
that there is escape from the obsession of Death (to Rilke the 
goal to which childhood, poverty, and love converge) in the praise 
of life because of - not in spite of - the suffering it brings. At a 
cursory glance, too, it might seem that the Elegies show an escape 
from the obsession of God. Actually even in Das Stmdenbuch God 
fades into the background after The Book of Monkish Life: God is 
then the Messiah who is to be bom of perfected man.^ In the Elegies 
God is mentioned only once - and casually - in the ist Elegy, 
which was written in 1912. Rilke in one of his letters explained 

^ V<?r Kommmde . . , , der von Ewighit her bevorsiehf, der ZuMnfiige^ die endUcbe 
Frucbt einesBanmes, dessen Blatter mrsindi — Brief e an einen Jtmgen Dicbter, p. 34. 
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this ‘discretion’ in his use of the name of God. He had used it, he 
says, when Russia revealed to him the darkness and the brotherli- 
ness of God. In the Russian ecstasy the ‘properties’ of God had 
rushed into a multitude of images ; now there is no image which 
will speak Him: God rises from the breathing heart and covers 
the sides and falls down as rain. Christianity has familiarized us 
with God; but as Christianity fades what looms in our conscious- 
ness is the primitive God (der uralte Gotf) of the Old Testament. 

If the Duino Elegies mark a progression from spiritual fear to 
reasoned appeasement the Sonette an Orpheus (1922), which have 
the baffling obscurity of the Elegies but not always their flight from 
musicality, show this appeasement transfigured. There is at least 
the illusion of a new theme: the reduction of all existence to the 
plain principle of rhythm: all that is - the face of the earth with 
moimtains and valleys, man and woman with the phases of sex, 
rise and fall of all movement, arsis and thesis, Hebung und Senkung^ 
thrust and recoil, joy and sorrow - all that is, physical and spiritual, 
arises from the juxtaposition and alternation of these mathematical 
contraries. Life and death themselves form a dual realm {Doppel- 
bereich\ just as do the shadowing wooded hill and its reflection in 
the lake (I, IX). Music then, or rhythm, is the secret of existence; 
and behind music and rhythm is the Musician or Poet - the Divine 
Will. The general sense is tangible in the i8th sonnet of Part II: 
Tdm^erin: 0 du Verlegung | alles Vergehens in Gang . . . The dancer is 
used as a symbol of motion; and motion in the shaper’s hand be- 
comes pitcher or vase {moment plastic art, and in Rilke’s con- 
ception poem too). And rhythm is the principle, not merely of all 
creation, whether of life or art, but also of death: for motion must 
fade into rest. The intrusion of music as a symbol into Rilke’s 
limited fund of tense ideas is explained by the awakening of his 
musical sense during his residence at Duino by his association 
with the concert pianist Magda von Hattingberg-RiechUng; 
hitherto he had shunned and rejected music; now the greatness of 
Beethoven dawned upon him. Apart from the Sonnets to Orpheus^ 
however - and even here the laboured exploitation of music as a 
symbol proves no real sense of music - Rilke is yet another poet 
whose verbal music is superb and who is dead to music. 

The rest of Rilke’s work, full of interest as it is, is subsidiary. 
Das Mmienkhen (1913) t^kes its title from those medieval series of 
pictures which represent the life of the Virgin. Joseph’s question- 
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ing of the Virgin’s virginity is more or less in consonance with 
the comic role Joseph plays in Germanic folksongs. Let^te Gedkhte 
und Fragmentarisches (Vol. Ill of Collected Works ^ 1927) are for the 
most part complementary to the Duino Elegies. Rilke’s translations 
(\^ol. VI of Collected Works) are mostly interesting for the light 
they throw on the bent of the poet’s mind and for help in the 
interpretation of his themes : thus his versions of Elizabeth Barrett 
Browning’s Sonnets from the Portuguese (1919); Portugleslsche Brief e 
(1913), his translation of the letters of the Portuguese nun IMari- 
anna Alcoforado ; and his Die vierund^n'anxig Sonette der Louise Eabe 
Ejoneserin (1918) elucidate his conception of the selfless nature of 
true love. These translations were made at Capri in 1907; Rilke 
was helped by his hostess and by Dora Heidrich, who ^was by 
birth an Englishwoman. The Portugleslsche Brlefe were made from 
the French translation. Rilke’s translations at Muzot of certain of 
Paul Valery’s poems and his own French poetry {Pomes francais^ 
Paris, 1935) represent his last phase. 

There is no need to distil Rilke’s poetic creed, for he states it in 
his Brlefe an einen j ungen DlchteF (1929) and above all in a famous 
passage of Make: 

^Ach^ mit Versen ist so wenig getan^ nmn man sle frith schreiht. 
Man sollfe warten damlt und Sinn und Sussigheit sammeln ein gatve^es 
Eeben lang^ und ein langes womdglich^ und dann^ Schluss^ 

vielleicht kbnnte man dann i^ehn Zeilen schreiben^ die gut sind. Denn 
Verse sind nlchf, me die Eeute melnen^ Gefuhle {die hat man fruhgenug) 
- es sind Erfahrungen. Urn eines Verses wlllen muss man viele Stadte 
sehen^ Menschen und Dinge.^ (Take with this his poems which have 
Heimatlosigkelt for theme, above all Der Fremde.^) 'Und es geniigt 
auch nicht\ we read further, ^dass man Erinnerungen hat. Man muss 
sle vergessen kbnnen^ wenn es viele sind^ und man muss die grosse Geduld 
habeUy S(u warten^ bis sie mederkommen.^ (‘Emotion remembered in 
tranquillity’!) 'Denn die Erinnerungen sind es noch nicht Erst wenn 
sie Blut werden in uns^ Blick und Gebdrde^ namenlos und nicht mebr 5^// 
unterscheiden von uns selhst^ erst dann kann es geschehen^ doss in einer 
sehr selfenen Stunde das erste Wort eines Verses aufsteht in ihrer Mifte 
und aus ihnen ausgeht.^ 


1 The young poet was Franz Xaver Kappus (1883- ), who made a repu- 
tation later by his sensational novel of the post- War period, Die lebenden 
Vier^ehn (191S). 2 Gedkhte^ IL 
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In Brief e an einen jmgen Dichter Rilke insists on loneliness as a neces- 
sary condition of poetic production, and this loneliness he couples 
with distance (Weite) from those who are near; which means that 
the true poet must relentlessly alienate himself from friends and 
relatives. This is the utter isolation to which he subjected himself 
after his Worpswede days; elsewhere he refers to his o-wnEmam- 
keitsfanatismus, 'Was not tut\ he urges his young poet, 'ist doch nur 
dieses: Einsamkeit^ grosse tnnere Einsamkeit. In-sich-Gehen md stundm- 
lang niemandem begegnen, - das muss man erreichen konnen. Einsamsein^ 
wk man als Kind einsam war^ als die Erwachsenen umhergingeUy mit Dingen 
verflochten, die wichfig und gross schienen^ mil die Grossen so geschaftig 
aussahen und weil man von ihrem Tun nichts begrijf.^ This Verinnerlichung 
is of course much more determined than the Sammlung (German 
words alone express the conceptions) which poets of previous 
generations had called for. 

Somewhat surprising in Rilke - though we have seen that at one 
period of his life he identified sex with religion - is the attribution 
in these letters to a Young Poet of the creative impulse of genius to 
the stirrings of sex. 'Und tatsdchlich\ he argues while discussing 
Dehmers sexualism, Hiegtja kunstlerisches Erleben so unglaublich nahe 
am geschkchtlichen^ an seinem Web und seiner Eust^ dass die beiden Er- 
scheinungen eigentlich nur verschiedene Eormen einer und derselhen Sehn- 
sucht und Seligkeit sind,^ In another letter to this young poet he 
discusses the grievous burden of sex, but nevertheless describes 
sexual pleasure {die kdrperliche Wollust) as 'eine grosse unendliche Er- 
fahrung, die uns gegeben wird^ ein Wissen von der Welt^ die Fulle und der 
Glan^alles Wissens^ and as 'Sammlung f(u Hdhepunkten\ And he con- 
tinues : 'denn auch das geistige Schajfen stammt von dem phjsiscben her^ ist 
eines Wesens mit ihm und nur wie eine leisere^ ent^ucktere und ewigere 
Wiederholung leiblicher Wollusf , See p» 71. 

In the outward aspects of his work Rilke is what the French 
call 'un visueV\ that is, he reproduces visual impressions. He like 
a painter or sculptor; and therefore the effect of his most charac- 
teristic poetry lies perhaps more in painting or grouping than in 
magic of rhythm, though in this he is unsurpassed. If the devices 
of his technique were grouped they would coincide with those of 
Stefan George - vowel harmony, alliteration, assonance, interior 
rhymes. There is similarity, too, in the way both poets reveal the 
theme of a ^otxsx gradatimy there is, however, the difference that 
Rilke s title may give an indication. But in spite of such external 
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correspondences of technique Rilke is far removed from Stefan 
George in the essential qualities of his poetry, above all in the 
tempo and the inner rhythm of his verse. Thus, while George has 
the monotonous regularity and (except when W'hipped by indig- 
nation) the majestic tread of the great classics, Rilke strikes metrical 
magic from a complicated irregularity: he fits the rhythm of emo- 
tion or the shocks in the sense to truncated or elongated lines, or 
marks the flow of feeling by sudden changes of metre (Takhpechsel). 
He is unsurpassed in the intricate linking of sentences and in the 
folding over of verse lines to give snake-like suppleness to the 
pattern of the stanza or poem. He is capable of such tours de force 
as the building up of a longish poem of one sentence (Der Apfel- 
garten^ Rdymsche F on fane). His rhymecraft is marv^ellous; and here 
his skill does not lie so much in the rareness of the rhyme (e.g. 
Xdhe - Skarabde; mude - Etude) as in his juggling with unstressed 
vocables (wie - die; und - Alund)^ by which he may depress one 
rh^’me and lift the other into high relief. Where foreign words fit 
the mood of the poem he heightens this mood by using them 
ingeniously as rhymes (e.g. Die Parke^), Not infrequently the pith 
of the poem rings resonantly or echoes sadly in a last carefully 
spared rhyme. His vowel-colouring is as rich and sensuous as he 
hints it to be in Persisches Heliotrope : 

Denn sieh : wie susse Worte nachts in Sateen 
beisammensfehn gane^ dicht, durch nichts getrennt^ 
aus der Vokak yvachem Vioktt 
hinduftend durch das stille Himmelbett, 

His handling of words is just as masterly, and ranges from appar- 
ent simplicity of diction {Die Erblindende ^ : Die Eiebend^) to daring 
neologisms and scientific or erudite terms, which surprise and yet 
seem inevitable in the place accorded them," Like Stefan George 
he may venture into medieval German (with a quaint charm as in 
Die heiligen drei Konige - ‘Mageukraffl) or use dialect forms - e:g. 
geel (M.H.G. gel) iotgelb,^ He forms arbitrar}' plurals to create the 
impression he desires : Smaragda undPjibinien^ for an Oriental effect; 
or he may vary his plural - thus quite close as the pages turn 'we 

^ Nene Gedkhie, II, ^ Ibid., I. 

3 Schwar^e Katt^e, Neue Gedkhte, II. 

Die heiiigen drei Konige in Das Bmh der Bilder, 
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find Miinde and Mmde as the plural of Mund. His love of substantive 
-f-adjective or verb he caught, probably, from J. P. Jacobsen: 
angstwarm, kinder kuhl, waldeigen, mdrchenalkin^ blutdurchgluht, du Kind- 
gewesene. Typical of his early work is the use he makes of present 
participles to indicate hidden movement or growth: wachsende 
Nacht^ weekender Kegen^ hleichendes Bluhn^ ^ogerndes Erleben, In the 
New Poems his substantivation of past participles amounts to man- 
nerism: die Aufgefane^ der mit Umriss Angetane, He shares George’s 
omission of the antecedent pronoun: Und auch^ die lichen^ sammeln 
fur dich ein. He skilfully substitutes wer for jemand and wo for 
irgendwo : Alle Madchen erwarten wen^ | wenn die Bdume in Bluten stehn; 
weil eine Kirche wo im Osten steht. His syntactical tricks serve him to 
veil the meaning in his last Duino and Muzot phase: phrases such 
as nichf dass du Gottes entriigest die Stimme and Manche, des Todes^ 
entstand ruhig geordnete Kegel read like transliterated Latin. 

The Viennese poet richard von schaukal (1874-1942) is, to 
begin with, in the line of Stefan George: he has no finesses of 
rhythm or diction and his meaning and intention are clear; but he 
does adopt George’s pose of hostility to the decayed style of his 
day. He sketches his own personality and opinions in his aphorist- 
ically shaped disquisitional ‘novel’ heben md Meinungen des Herm 
Andreas von Balthesser^ eines Dandys und Dilettanten (1907), recalls 
the mellow culture of a past period in his nostalgic Grossmutter 
(1906), hallows style in another imaginary portrait, Kapellmeister 
Kreisler (1906), and supplements these confessions of artistic faith 
in the witty dialogues oiUteratur (1907) and Giorgione (1907), and 
in the essays of Vom Geschmack (1910). This cult of culture marks 
the finely phrased style of his short stories: Eros-Thanatos (1906), 
Schlemihle (1907), Die Mdrchen von Hans Burgers Kindheit (1913). It is 
as a lyric poet, however, that he has created a little genre of his 
own: like Rilke in the New Poems he blends impressionism with 
Parnassian precision in his ^malerische Moment-Gedichfe\ the best of 
which (collected in Bilder: Der ausgewdhlten Gedichte e(weiter erweiter- 
ter Teily 1909) are transpositions of real or imaginary pictures or 
delightfully wicked sharply outlined portraits which, in the Par- 
nassian way, characterize at a glance a period or a class (Empire, 
Salome, Portrdt eines spanischen Infanten von Diego Velasque^, Ea 
Duchesse de , . , , Huldigung des Chevalier de ,,, an die Duchesse de , 
Goya, Musset), A good example is Portrdt des Marquis de . . , \ < 
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Ha/fe mir einer von euch Laffen tnein Pferd, 
hole mir einer von euch Pumpen mein Schu’ert: 
ich liess es bei einer Dame liegen. 

Lass einer von euch Schurken einen Falk£n fliegen : 
icb will ihm nachsehn und mich ins Platt verlieren. 

Store mich keiner von euch Tieren! 

Another Austrian poet, franz karl ginzkey (1871- ) weaves 
IS symbolism into folksong style {Das heimliche Lauten, 1906; 
Ptefreite Stunde, 1916); his novels (Jacobus und die Frauen, 1908, 
has autobiographical elements) have the soft sadness of the blue 
anute. Of the Prague group of poets Friedrich adler (1857- 
1958; Gedtchte, 1898; Neue Gedichte, 1899) adapted Spanish dramas 
while HUGO sales (1866-1929) in Ehefruhling (1899) lyricized the 
intimities of wedlock, proved his mastery of form in a succession 
of verse volumes (Ausgewdhlte Gedichte, 1901) and dreamed a Ivric 
lormlessness into ISoveUen des Lynkers (1903). 
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HUGO VON HOFMANNSTHAL 

^tistenkmst is of the Rhineland and the French border: 
f-\ George’s esoteric art centres in the Rhine province, Darm- 
X \-stadt, Frankfurt-am-Main. And yet the victories of sym- 
bolism were won, as far as the world at large is concerned, not 
along the Rhine, but in Vienna. Not for the first time in the history 
of German literature, Austria now leads : in criticism (Hermann 
Bahr), in aphorism (Peter Altenberg), in the lyric (Schaukal, Rilke), 
in the epic (Daubler), but above all in the lyric drama. Voluptuous 
Vienna, between the nations, takes into its literature moods from 
all its neighbours and becomes international, the more easily as 
its greatest writers are Jews or half- Jews who have the typical 
Viennese mentality (soft and cynical and half-despairing - Vienna 
is the dty of suicides), and are yet, with their limitless receptivity, 
half-Italian, or half-French, or half-Slav. 

Viennese decadence exposes its most corpse-Uke glints in the 
verse of keux dormann (1870-1928), a Jew complete: Neurotica 
(1891), Sensationen (1892). The women he loves and describes lie, 
with ‘wur^elwelke Nerven’, expectant or exhausted: 

Icb Jiebe die hektiscben, schlanken 
Nan^ssen mit hlutrotem Mund; 
ich Hebe die Qmkngedanken, 
die Herzen, ^erstochen und wund. 

Icb Hebe die Fabkn und Bkichen, 
die Frauen mit mudem Gesicht, 
aus welcben in flammenden Zeichen 
ver\ebrende Sinnenglut spricbt. 

Icb Hebe die schillemden Scblangen, 
so scbmiegsam und biegsam und kuhl; 
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ich Hebe die klagenden^ hangen^ 
die Lieder voll ’Todesgefuhl . . . 

This neurotic brand of verse is of course not confined to 
but it is such morbidity which is the base of very great Viennese 
poets; in their work, however ~ because they are great poets and 
personally decent the dissection of diseased feelings and experi- 
ences is transmuted to literature of the first quality. 

The relation of this literary morbidity to the Georgean school 
might be an interesting problem. One aspect is clear: while the 
Rhenish Georgeans are masculine the Viennese neo-romantics are 
feminine (even Schnitzler has this soft womanish passivity, and 
Hofmannsthal and Beer-Hofmann have the illusion of manliness 
only when they take into themselves the male spirit of Greek or 
Elizabethan poets). In any case the two schools yawn apart, in 
spite of coincidences of verse technique, in their attitude to the 
reading public: only poets are expected to read George, but the 
very morbidity - often sensational - of Hofmannsthal and the 
Viennese group make them interesting to the many. Moreover, 
to the general reader, they have the philosophical obviousness of 
Maeterlinck, from whom they take so much. Two poets in par- 
ticular who, to begin with, w’^ere attached to George broke loose 
and alienated the Master because they wrote plays and stories 
and became best-sellers, Hofmannsthal and Max Dauthendej", the 
latter not a Viennese but, as a native of Wurzburg, a South 
German. 

HUGO vON HOFMANNSTHAL (1874-1929), of Jewish and Italian 
descent, returned to the Catholic Church in his maturity, and died 
shortly after the suicide of his son. He might be effortlessly charac- 
terized by a mere enumeration of the pet terms of appreciative or 
depreciative critics: Vberreife; fruhreije Miidigkeit; schwermutvolk^ 
kulturgesdttigte MMdigkeit; geddmpfte Angst; nervem^rte WeJtangst; 
seelisches Greisentum; senile Jugend; raffinierte Sehnsucbt; ein parasitisebes 
Edelgewdchs; VerscbmJ^ung von Kokoko md Renaissance; Traum- 
Mystie^ismus ; Uin Traum^ der sich selbsf bee^weifelf (a famous term 
applied to Hebbel). The summing up by Thomas RofHer is as 
good as any: {seine Kunst) ^bat jene blasse md auf die Dauer ent- 

nervende Zartheit^ welcbe klingt me das abgeddmpfte Spiel einer Geige^ 
fein md fern^ narkotisch suss und unendlich milde^. But the most telling 
description of Hofmannsthars nature and that of the Viennese 
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neo-romantics is that which he himself weaves into his prologue 
to Schnitzler’s Anatol: 

Also spielen wtr Theater^ 

Spiekn unsre eignen Stucke^ 

Fruhgereift und ^art und traurig^ 

Die Komodie unsrer Seele^ 

XJnsres Fuhlens heut und gestern^ 

Bdser Dinge hubsche Formel^ 

Glatte WortSy bunte Bilder^ 

Halbes^ heimliches 'Empfinden^ 

Agonieen^ Episoden , . . . 

(The greatest of Viennese poets, Grillparzer, also lebensmatt^ had 
in his Abschkd von Wien stressed the Halbheit of Viennese poets 
enervated by the ^summer breath^ of that ^ Capua der GeisteF: ^Man 
spricht nichty denkt wohl efwa haum | Und fuhlt das 'Halb-Gedachte ' . . . 
''Man leht in halher Poesie^ | Gefdhrlich fur die gan^e ... 0 
What the spirit of poetry should be Hofmannsthal defines in his 
Gesprdch uber Gedichte; ^eine AhnungdesBluhens^ ein Schauder des Ver- 
wesens^ ein ]etvf^ ein Hier und ^ugleich ein Jenseits^ ein ungeheures Jenseits\ 
And indeed what we do get in his work ~ particularly in his lyrics ~ 
is such a linking of bloom and decay, a questioning of the present 
life and fear of what may follow, ‘blank misgivings of a creature 
moving about in worlds unrealized’, expressed often enough with 
the naive wistful wonderment of Maeterlinck. 

Hofmannsthal, world-famous as a dramatist, is essentially a lyric 
poet, even in his dramas. And yet his collected poems (Gesammelte 
Gedichte^ Nachkse der Gedichte^ 1934) make slender volumes. 
The craftsmanship is masterly: the blank verse has a gentle, low- 
toned dignity, the Spanish trochees softly glide and glitter, and 
above all the interlacing ter^e rime solemnly weave a web of ques- 
tion or description bound together by a majestic final line. As in 
Ballade des dusseren Lebens: 

Und Kinder wachsen auf mit tiefen Augen^ 

Die van nichts mssen^ wachsen auf und sterben^ 

Und alle Menschen gehen ihrer Wege, 

Und susse Fruchte werden aus den herben 
Und fallen nachfs wie tote Vogel nieder 
Und liegen wenig Tage und verderhen. 
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Und immer weht der Wind, und immer wieder 
Vernehmen wir und reden viele Worte 
Und spiiren Lust und Miidigkeit der Glieder, 

Und Strassen laufen durch das Gras, und Orte 
Sind da und dort, voll 'Fackeln, 'Bdumen, Teichen, 

Und drohende, und totenhaft verdorrte . . . 

Wo^ sind diese aufgehaut und gleichen 
Einander nie? und sind un^dhlig viele? 

Was Tvechselt Lachen, Weinen und Erbleichen? 

Was frommt das alles uns und diese Spiele, 

Die wir doch gross und ewig einsam sind 
Und wandernd nimmer suchen irgend Ziele? 

Was frommfs, der gleichen viel gesehen haben? 

Und dennoch sagt der viel, der ^A.bend^ sagt. 

Ein Wort, daraus Tiefsinn und Trauer rinnt 

Wie scbwerer Honig aus den hohkn Waben. 

The Tefxinen fiber Vergdnglichkeit one of Hofmannsthars 

obsessions - the unit}" and continuity of creation; the idea: I am 
my ancestors (^ . . . dass ich auch vor hundert Jahren war | Und meine 
Ahnen, die im Totenhemd, [ Mit mir verwandtsind wie mein eignes Haar, | 
So eins mit mir als wie mein eignes Haar^). This conception of con- 
tinuity, of course, implies that I am the future as well as the past: 
I am my descendants too, an idea stressed particularly in the 
Maeterlinckian story Die Frau obne Schatten, The third Terxine has 
the lovely image of children under cherry-trees, gazing upward in 
the light of the full moon: 

Wir sind aus solchem Zeug, wie das ^u Trdumen, 

Und Trdume schlagen so die Augen auf 
Wie kJeine Kinder unter Kirschenhdumen, 

Aus deren Krone den hlassgoldnen Lauf 

Der VoUmond anhebt durch die grosse Nacht , . . 

Die Beiden is just an outlined situation: the rider with his firm hand 
takes the brimmed goblet from the light-foot maid by the fiery 
charger he stays with a negligent gesture : but as hand moves to 
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hand the goblet is heavy, and dark wine rolls on the earth. Hof- 
mannsthaFs mournful imaging of death begins in Erlehnis ~ death 
is music: ^Gewaltig sehnend^ sms md dunkelgjiihend^ | Vemandt der 
fiefs ten Schmrmut' In Verse auf ein kleines Kind^ and elsewhere in 
the poet's work, there is a mystic idealization of children which 
does not derive from Victor Hugo (on whom Hofmannsthal wrote 
his doctor's thesis) but from Maeterlinck enfant qui se tait est 
milk fois plus sage que Marc-Aurele qui parle')^ and is indeed one of 
the tenets of his creed; in his essay on Peter Altenberg he says 
that the neo-romantic poets are all striving to be children again, 
^und es ist auch niemand vornehmer^ niemand anmutiger als die^ die noch 
kein Gedacbinis hahen^ undgan^ von der Wahrheit hewegt werden*. This 
more or less agrees with Rilke's wish that the man might be the 
child; but of course the idea has a long Neo-Platonic pedigree. 
The idea that life is a dream is more than any other neo-romantic 
conception Viennese: Grillparzer had transposed Calderon’s 1m 
vida essueiiOy and Schnitzler weaves the fancy through the mass of 
his work. For the poems grouped as Gestalten the influence of 
Browning's dramatic monologues has been claimed; but, though 
Hofmannsthal studied Browning, it is hard to find similarities in 
these lissom musings ; indeed, only three of the poems are mono- 
logues, and these are hardly dramatic. Idylle^ included in the 'Poems ^ 
is really the first of Hofmannsthal’s ^revenge dramas'. It was prob- 
ably suggested by Bocklin’s picture Der Keniaur in der Dorfschmiede^ 
and thus groups itself with the poem Zu einer Totenfeier fur Arnold 
Bocklin and with Der Tod des Tivfan^ which, begun in 1892, was 
completed when BockUn died in 1901. A centaur comes to a smithy 
to have his spear sharpened, and while this is being done he fascin- 
ates the smith's wife with tales of the free open spaces and the 
roving life. She is the very modern femme incomprise^ home-bound 
but dreaming ever of beauty. Her father was a potter, and she 
transposes into supple trimeters the pictures on the urns he had 
made, to which and to the centaur's flights of fancy the burly 
smith hammers out Philistine maxims of home and duty and hap- 
piness in a hole and comer. He goes within to give the last filing 
to the spear-head, and now the wife leaps on to the centaur's back 
and he gallops away to the river; but the husband, returning, 
transpierces her with the centaur's spear. The revenge theme points 
forward; but J^lk is poem rather than drama because of its vivid 
fleeting pictures: the 'idyll' dreams a story into the scene on a 
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Grecian urn - centaur with wounded woman by a river’s rim; 
and it would be interesting to compare Hofmannsthars highly 
coloured Greek vignettes in this poem with those of Stefan George 
in Das Such der Hirfen- tmd Preisgedkhte: while George reads into 
his translucent moment of Greek life the spirit of the period 
Hofmannsthal sensuously gives merely plastic picture and erotic 
undertone : 

Er schuf^ gestreckt anf kdnigliche Kuhebank, 

Der Phadra wtmdervolkn Eeib^ von Sehnsucht matt^ 

Und drmer flatternd Eros^ der mit susser Otml die Glieder filUt . . , 

or the vivid play of colours: ^Eben sfur^ skh der Centaur in das auf- 
rauschende W^asser des F lasses, Sein bron^enerOberkorper und die Gestalt 
der Frau s(ekhnen sich scharj auf der abendlkh vergoldeten W %sserfldche ah, ’ 
The lyric dramas proper begin with Gestern (1892), written when 
the poet was a boy of eighteen. It is a playlet of one act, in rhymed 
verse; the scene is Italy in Renaissance days. The hero Andrea, 
the first of Hofmannsthal’s typically decadent heroes, is a sick 
artist W'hose life has been an eternal quest of new thrills and sen- 
sations that might enhance his own sensitive personality. He shuns 
the shallow levels of livid morality and finds infinite variety in 
perversion (^Eintonig ist das Gute^ schal tmd blekh^ j Allein die Sunde 
ist unendlkh reicF) ; and even when his delicate ner\'es are jaded to 
exhaustion it is not in repentance that he turns ascetic and flagel- 
lant, but still in search of a sadistic new thrill - ‘Esgibt noch Sturme^ 
die mich nie durchbebt, 1 ISioch Ungefuhltes kann das Leben schenken\ 
Such a life, he feels, is sterile; and yet he refuses to recognize 
"yesterday’ - except as the "cold ashes’ of sensation. What at last 
forces him to a realization of the truth - the supreme sensation of 
his Ufe - is the faithlessness of Arlette. Der Tod des Ti:(ian (iSpz) 
presents quite another sort of hero: Titian, strong-willed and 
toiling with indomitable energy to the moment of his death. Two 
only of Hofmannsthal’s characters dominate life by sheer strength 
of will: Titian and the grandmother in Der Tveisse F ocher ^ while 
the Baron (== Casanova) in Der Abenteurer und die Sdngerin is un- 
bowed by life because he is too animal to do more than spend 
himself from enjoyment to enjoyment. Der Tod des Titian, a pane- 
gyric of beauty on the lips of Titian’s pupils as he dies painting 
his last picture, is the very manifesto of German symbolism - 
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Venice, seen far below the terrace where youth gathers in pictur- 
esque poses, merged in the deep night tints of the Italian land- 
scape, is transfigured to beauty by distance, though ugliness and 
beauty dwell there, and mad folks with bestial: 

n^as die Feme weise dir verhiillt^ 
ht ekelhaft und trub md schal erjullt 
Von Wesen^ die die Schonheit nicht erkennen 
Und ihre Welt mit msern Worten nennen . . . 

Denn unsre Wonne oder msre Fein 
Fiat mit der ihren nur das Wort gemein . . . 

Critics have made too much of the depiction of Titian as a Taten-^ 
mensch. Even this picture of life-force is swathed in soft undulating 
rhythms and in a femini2ed mood: Ti2ianello, Titian’s son, sobs 
and weeps and sleeps with Gianino, a lovely lad of sixteen, as 
girl-like as Lisa, with the yellow rose-bud in her raven hair, is 
boy-like. The problem is one which falls naturally into Hofmanns- 
thal’s limited range: what passes through the mind in the hour of 
death, the mysterious return of things long merged in forgetful- 
ness, and, it may be, a last clearness of will and purpose and a 
poignant reali2ation of lost chances. This is the sum and substance 
o£ Der Tor und der Tod (1892). The hero, Claudio, is yet another 
sterile dilettante; and it is only when death appears that he reali2es 
the inamty of his sensual and selfish life, in which nobody was 
anything to him and he was nothing to anybody. He has been one 
of those who, in Dante’s words, seek ‘to make themselves perfect 
by the worship of beauty’; but the aesthete’s enjoyment of life, 
the lesson runs, is not life, and Claudio makes the terrible dis- 
covery that he has never lived; his agoni2ed cry to Death, who 
comes, not as a skeleton but as a handsome fiddler elegantly clad, 
is: Ich babe nicht gelebtT It is hardly accidental that Claudio is a 
namesake of the hero of Measure for Measure \ both are ‘not pre- 
pared for death . There is no doubt that Der Tor und der Tod is a 
modern version of the medieval Dance of Death: the play ends 
with the shades of Claudio’s mother and his discarded love fol- 
lowing Death as he departs playing his violin, with a shape that 
resernbles Claudio bringing up the rear. It is perhaps accidental 
that SheUey in his preface to Alastor and Keats in The Fall of 
ypenon inculcate the same moral, Shelley delivers stern judgment 
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on the poet’s self-centred seclusion - such a man, he says, is 
morally dead; and Keats argues that the life of the dreamer who 
lives in a factitious world of art is selfish. But self-centred seclusion 
is the very condition (according to Stefan George and Rilke) of 
poetry for poetry’s sake! It would be rash, however, to conclude 
that Hofmannsthal is contradicting the Georgean creed. What 
interests him is the mystery of the death hour and the presentation 
of the decadent type ; and indeed nearly all his male characters live 
remote from the realities and poignancy of life in a dream world 
of their own creating. Contrasted with these men of finely strung 
nerves are Hofmannsthal’s women (from the smith’s wife in Idylle 
onwards), whom the men cannot understand. 

The plays which follow Der Tor und der Tod often betray, as 
the lyrics do, the influence of Maeterlinck: the characters are 
marionettes : 


Es war'' mir lieber^ wenn nicht Menschen 
Dies spielen wurden^ sondern grosse Tuppen^ 

Von etnem^ der' s verstehty gelenkt an Dr ah ten* 

Sie haben erne gyem^enlose Anmut 
In ihren aufgeldsten leichten Gliedern - 
Und mehr als Menschen durfen sie der Lust 
Und der Ven^weiflung sich hingeben 
Und bleiben schon dabei . . . 

DasBergwerk Falun (1899) is a dramatization of E. T. A. Hoif- 
mann’s tale; the hero feels lonely in the company of men; alone 
he feels the companionship of spirits. The theme is that sojourn 
on earth should be a preparation for the spirit world. The ascetic 
hero of Der Kaiser und die Hexe (1897) sets himself the task of 
Uberating himself from the toils of a woman, who has enslaved 
him for seven years, by keeping away from her seven days and 
nights; she appears to him in visions, as a dove, an empress, etc. 
The grandmother in Der weisse Facher (1897) is, like Titian, an 
exponent of the life-force; nihiJ a se alienum putaf\ she loves life. 
The hero and heroine conquer by renunciation - as do Vittoria in 
Der Abenteurer und die Sdngeriny the old merchant in Die Hock^eit 
der Sobeidey and the poet in Das kleine Welttheater (1897), who, 
cheated by life, finds in his poetry consolation and the will to live. 
Theater in Versen (1899) collects the three following recently pro- 
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duced one-act plays. Die Frau im Fenster^ a dramatisation of d’An- 
nunsio’s So^o d^un mattino di primavera^ is the prototype of a series 
of ‘revenge dramas’ which belong to the most characteristic things 
in the neo-romantic movement. They definitely belong to the 
Renaissance fashion; and since the avenging husband is a Kraft^ 
mensch Dante’s story of Paolo and Francesca is in the background. 
We expect in these plays a balcony and a rope ladder; and the lady 
will unbind her hair or let it hang down into the high-walled 
garden. The lady with the hair down-hanging comes primarily, one 
assumes, from Maeterlinck’s Pe/Jeas et Melisande\ but one remem- 
bers too Gottfried Keller’s Hadlaub^ Rossetti’s The Blessed Damo^el^ 
William Morris’s KapumieL To Venice Hofmannsthal gravitates 
again and again: to him the city on the lagoons is the symbol of 
my s ter}' and romance. In Der Abenteurer und die Sdngerin Baron 
Weidenstamm (‘from Amsterdam’) returns to Venice after an ab- 
sence of seventeen years. It is clear from the story that the Baron 
is Casanova; and Hofmannsthal draws the most fascinating picture 
in literature of this irresistible man of pleasure. As he sits in the 
theatre he is recognized from the stage by Vittoria, a prima donnuy 
one of all those women (‘like waves, like the sands of the sea, the 
notes of music’) he has loved and left. She is now married, and has 
a ‘brother’, Cesarino, a lovely boy, the very image of the Baron 
seventeen years before. The old lovers meet, and Casanova would 
snatch back a faded memory, but for her there can be no question 
of a return. Her husband suspects, and is told that Cesarino is in- 
deed the Baron’s son, but that the sin is her mother’s. At the comer 
of the stage in a crowded company the Baron tells the wide-eyed 
boy of all the magic of foreign lands, of gay festivals - of women 
. . . The lesson of the play is that Vittoria, though she has been a 
mere episode in the Baron’s life (he does not even remember clearly 
in which city he loved her!) owes herself, and her art, and her son 
to him. Love has brought no fruition to him: he has been merely 
faurus ruens in venerem. He is like the composer who passes as a 
symbol at the backgroxmd of the action, dead in his dotage to his 
own divine music. And the play ends with Vittoria singing the 
aria from Ariadne - as she has never sung it before. . . . Vittoria, 
perfect woman and great artist, is Hofmannsthal’s most beautiful 
r^lization of one of his salient themes : that renunciation of life 
gives strength for the perfection of that which is most precious in 
oneself. Die Flock^eit der Sobeide is based on an Indian story. The 
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scene is an old town in Persia; the time evening and night after 
the marriage of a rich old merchant to Sobeide. She tells him, 
when left alone with him, that she loves Ganem, the carpet-dealer’s 
son. She has married the old merchant because her father in his 
impoverished state is in debt to him. The merchant, a wise old 
man, tells her she is free to go, wherever she wishes. She goes to 
the house of Ganem’s father, and there finds that Ganem loves a 
loose woman, his father’s mistress; after witnessing revolting 
scenes she throws herself down from a tower in her husband’s 
garden. Sobeide has seen love in its loathliest aspects, and she 
dies a virgin, to cleanse her body of the contamination. But the 
action is not convincing; for if these filthy creatures, who take the 
bloom from Sobeide’s virgin fancies, are loathsome, true lovers 
are not. The dramatic effect of the play is in the shudder at the 
spectacle of wild vice. There is in this play - and in this respect it 
is true to the type of the neo-romantic play - something of the 
fantastically evolved sensationalism of the more theatrical Eliza- 
bethans; but the horrors are not, as with the Elizabethans as a rule 
they are, organic: the tints of rottenness are so to speak painted 
on to a flimsy canvas, not woven into a fabric that will bear the 
critic’s rending hands. 

This livid sensationalism is sicklied o’er with Hofmannsthal’s 
fatigue of spirit, from which he tried to escape by modernizing the 
plays of vigorous dramatists of old time. There is some evidence 
that these revivals of old plays are influenced (distantly perhaps) 
by the poet’s admiration for Swinburne’s Atalanta in Calydon: in 
his essay on Swinburne he refers to its ^wunderbare Verkhendigung 
des erstarrten Mjthos^ and adds : ^nkht das beherrschten Klarheit und 
tan^enden Gra^je emporge^ogene Griechentum atmete darin^ sondern das 
orphisch ursprmglkhe^ kidenschaftlkb umwblkte\ Hofmannsthal’s recipe 
for such modernizations (cf. Gerhart Hauptmann’s Greek Plays, 
pp. 41-2) would thus seem to be that the poet should plunge back 
bevond the (to him too humanized) classical Greek tragedy or the 
romanticized humanity of the Elizabethans to reveal the ultimate 
springs of the passion by piercing through the cloud which hid, 
even to the old dramatists with their keen insight into psychology, 
what set the action going. More or less this will mean that psy- 
chology yields to the exposure of physical states, and that the 
dramatist of today dissects complexes which, though apparently 
abnormal, he proves to be normal because they show forth that 
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primitive animal nature which the decency of custom merely 
covers. What this in practice amounts to is that some strange 
sexual act or frenzy is interpreted as human; and tragedy, instead 
of being, in the Aristotelian sense, a purification of passion in the 
spectator, is an exposure of the roots of passion and mental disease 
in the protagonist. Thus tragedy is turned to a discussion of sex 
pathology, the result being that the canon of Tragic guilt’ fades 
out of the picture, for guilt is explained as the product of intro- 
versions and repressions. The vogue of these pathological studies 
probably owes something to the writings and example of Arthur 
Schnitzler, who as editor of the Internationale kJinische Rundschau 
discussed the theories of Krafft-Ebing/ Freud,^ and Lombroso.^ 
Alkestis (1894) was written immediately after the essay on Swin- 
burne. It reads the poet’s preoccupation with death and the fear 
of it into the tragedy of Euripides. The Fates have promised 
Admetus that he shall be spared death, provided always that, 
when the time comes, someone will offer to pass to the shades in 
his place. The call comes ; and none will make the sacrifice of life 
except his beautiful young wife. His father, a walking shadow, 
clings to the shred of life that remains to him. The handling of the 
problem - why should death take those whose life is precious to 
themselves and to others - seems amateurish if compared at a 
glance with the rigid logic of the pre-Renaissance discussion of 
the theme, Der Ackermann aus Rohmen: actually in Hofmannsthal’s 
version the effect is apt to be comical; for not logic but pathos is 
the means of appeal. In E^lektra (1904) there is perhaps more of 
Oscar Wilde’s Salome than of Sophocles: the imitations are in- 
deed as glaring as they are in Vollmoeller’s Katharina^ Grdfin von 
Armagnac, There were several translations of Salome^ one by Hed- 
wig Lachmann; and as one of Max Reinhardt’s gorgeously pic- 
torial productions it held the stage for years."^ The influence of the 
English play is shown in the concentration of the interest on the 
ragged figure of Electra ~ she never leaves the stage - while 
Orestes is reduced to a minor figure. The theme of both Salome 
and E/ektra is the sexual repression of the heroine. In the drama of 
Sophocles there is merely a hint of such a conception: the name 

^ See p. 37. 2 Studim fiber Hysterk (1895), Traumdeutung (1900). 

^ Lfl Donna deUnqmnte, la Rrostiiuta e la Donna normals (1893). 

^ The German picture of Salome may owe much to the description of 
Gustave Moreau’s painting in Huysmans’ A rehours (1884), 



HUGO VON HOFMANNSTHAL 


221 


Electra means ‘the unmated^ and she does bemoan her fate as an 
unmated woman. To provide a foil for the abnormality and sexual 
hysteria of Electra Hofmannsthal brings out the sane character of 
Chrysothemis, sexually ripe and therefore stung with desire but 
normally so: she urges Electra to accept things as they are so that 
she may mount the bridal bed. This contrasting ripeness of body 
in her sister Electra caresses : 

. . . Du hist voller Kraft . . . 

Ich spure durch die Kuhle deiner Haut 

das warme Blut hindurch^ mit meiner Wange 

spur" ich den ¥laum auf deinen jungen Armn : 

Du hist me eine Frucht am Tag der Keife . . . 

But Electra is withered and stunted by the frenzy of her hate. She 
is physically incomplete: . . . ‘hab' langes Haar und fuhle | doch nichts 
von dem^ was Weiber^ heisst es^ fuhkn\ The conflict between her 
thwarted sex instincts and the domination of her mind by the lust 
of vengeance on those who have murdered her father has de- 
flowered her: ^ohne Brautnacht j bin ich nicht^ wie die Jungfraun sind\ 
She has lost her virgin state because she has had hate for a bride- 
groom; to Orestes, when at last he comes to do the deed she 
herself was about to attempt, she says : 

Verstehst du^s^ Bruder! diese sussen Schauder 
ha¥ ich dem Vater opfern mussen. Meinst du, 
wenn ich an meinem JLeib mich freute^ drangen 
nicht seine Seufi(er, drang sein Stohnen nicht 
bis an mein Bette? EJfersuchtig sind 
die Toten: und er schickte mir den Hass^ 
den hohldugigen Hass a/s Brdutigam, 

Da musste ich den Grdsslichen^ der atmet 
wie eine Viper ^ uber mich in mein 
schlaf loses Bette lassen^ der mich i(wang^ 
a/les ^u wisseUy wie es ^^iscben Mann 
und Weib ^geht. 

In a sense, then, she has been deflowered by the ghost of her 
father as a vampire (an idea which occurs again in Hauptmann’s 
conception of the ghost of Hamlet’s father as a vampire). And 
Electra herself has turned into a vampire lusting for the blood of 
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the slayers of her father, on whom her mind and senses dwell with 
the pitilessness of a Freudian complex. Thus, too, Wilde’s Salome 
turns vampire lusting for the blood of John the Baptist, who is 
ice to her sexual flame. In EleAtra as in Salome the paramour is 
depraved and degenerate, man turned brute, while Herodias and 
Clytemnestra, both animal women (Herodias with her love of big 
men and Qytemnestra with her diseased liver and livid face with 
the swollen eyelids over her scarlet gown), are haunted by the 
fear of vengeance; and as in Wilde’s play the moon turns red when 
Salome dances so in Elektra the rays of the moon fall aslant on the 
courtyard through the boughs of a fig-tree and cling like blood- 
stains round the feet of Electra. Interesting are certain analogies 
with the discredited fate-play: thus, though Aegisthus is not slain 
with the axe that slew Agamemnon, Electra has hidden it for that 
purpose in the ground, and Orestes, when he comes, finds her 
digging out the ‘fatal requisite’ with her nails. Odipus md die Sphinx 
(1906) is by tradition the model of the fate-tragedy in the reputed 
sense, but Hofmannsthal varies the Greek conception by giving 
Odipus foreknowledge of what is to happen. It will happen because 
it is in the stream of his blood. His ancestors roll through his blood. 
The oracle has said that he shall marry his mother - and he loves 
the mother he knows; and therefore he will not return home. He 
is haunted by the mother-complex as Electra is haunted by the 
father-complex. The thrill with which the play ends is typically 
decadent: Odipus has overcome the sphinx, and descends the 
mountain amid acclaims with Jokasta holding his hand in hers; 
and the spectators know that they are passing on to incest. In Das 
gerettete Venedig (1905), his modernization of Otway’s Venice Pre- 
served (a theme which tempted Schiller), Hofmannsthal improves 
the motivation of his original by providing a more apparent justi- 
fication for the treachery of the hero — who nevertheless remains 
a spineless decadent - in the utter rottenness of Venice at the time 
of the action, brought out by the introduction of such corrupt 
characters as the old rou^ Senator Dolfin, as a type of the Venetian 
sigioria, and by bringing the secondary characters into prominence. 
The motivation depends, however, on the surrender by JafiFeir of 
his wife, as a pledge of his reliability, to the cut-throat conspirators, 
and when one of them attempts to violate her he betrays the plot. 
He has good reason to abandon his confederates — if he can; but 
the very fact that he joins them proves his lack of judgment; while 
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the surrender of his wife, and his wife’s acquiescence in the sur- 
render, are incredible dramatic faults. There are, however, fine 
descriptive passages, coloured and sensuous, and even good dra- 
matic moments. Moreover, Otway’s blank verse is rendered into 
a loosely running metre which often gathers the tirades into long 
loops with the vital words flung where the breath pauses - a 
notable contrast to the controlled tmdulating flow of Hoftnanns- 
thal’s usual dramatic measure. 

With Jedermann (1912) Hofmannsthal began a revival of the 
medieval morality or mystery play. He had been preceded by 
another Viennese poet and scholar, Richard von Kralik (1852- 
1934; Weihnachtsspul, 1893; Osterspkl, 1894-5), and he was fol- 
lowed by Mas Mell, another Austrian. The success of these re- 
juvenations of an apparendy extinct species was astonishing: Max 
Reinhardt’s production of Jedermann before the portals of Salzburg 
Cathedral was a theatrical sensation, Vollmoeller’s Mirakel (191 1) 
was produced all over the world, Wilhelm von Scholz’s Das Her^- 
wunder (1918) was a great success, and one of Max Mell’s religious 
playlets l^s been broadcast from London. The imitation in Jeder- 
mann of the metrical, syntactical, and glossarial form of Hans Sachs 
is an experiment which, though technically skilful, lacks the sap 
and freshness of Goethe’s assimilation of the cobbler poet’s style; 
in Jedermann the metrist’s shaping fingers are always perceptible. 
The rendering of Everjman is pretty close, but certain elements of 
Hans Sachs’s Protestant adaptation (IComodk vom sterbenden reichen 
Manne) are taken over. Thematically the handling is not happy: 
what the play unintentionally demonstrates is the comic idiocy of 
redemption by repentance. Catholic elements are specifically elim- 
inated because the poet was eager to make the old play once more 
the ‘living possession’ of the German people: thus Confession 
fades out, and with her the doctrine of penance. But Jedermann is 
not anti-Catholic; indeed, the hero follows the silent figure of the 
monk who has been shadowing the background; the play rather 
represents the transition from the epicurean paganism of Der Tor 
und der Tod to the conventional Catholicism of Das Sale^ttrger 
Grosse Welttheaier (1922). Hofinannsthal’s own drift to conversion 
is indicated in these three variations of the medieval Dance of 
Death: Claudio has no use for the crucifix which should bring 
down flame to the supplicant but remains icily cold to the tips of 
its bleeding ivory feet, and he follows Death with no hint of sal- 
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vation, despite his repentance; Jedermann is saved by repentance- 
in Das Sal^^burger Grosse Welttheater the Beggar is called to glory 
while the Rich Man remains in utter darkness. Das Sak^hurger 
Grosse Welttheater is an adaptation of one of Calderon’s autos - the 
Spanish development in the sigh de oro of the mystery play - which 
shows that all the world’s a stage on which the characters play 
the parts allotted them by God: in Maeterhnckian terms they are 
puppets pulled by strings from the sky. Actually in the auto the 
parts are distributed to the actors by the author himself, clad in a 
star-spangled mantle and with his brow lit by triple rays: Hof- 
mannsthal substitutes an angel. Both auto and adaptation rise from 
spectacle to drama when the Beggar protests against the part he 
is expected to play, but the divine argument - it might be argued 
that it transfigures Communism - prevails. There is a diff erence 
that whereas in the auto the actors are mimes in Hofmannsthal’s 
play they are unborn souls (Maeterhnckian mysticism perhaps), 
with no sign of sex or age. Hofmannsthal had already turned to 
Calderon for his Dame Kobold (1919), an adaptation of one of his 
comedies (La dama duende). Much more important is Der Turm 
(1925), in which there is something of Calderon’s mood - or rather 
of the neo-romantic conception of Calderon’s mystic manner: the 
heir to the throne of Poland bears the name of Sigismund, the 
reigning king that of Basihus, and these names, with elements of 
situation and plot, are Ufted from La vida es sueno, that famous play 
of Calderon’s which has meant so much to German literature (the 
prince imprisoned from birth by a father who fears that disaster 
will come from him and escaping at maturity occurs again in Jakob 
Wassermann’s Caspar Hauser). Sigismund has been put away be- 
cause of a prophecy that he would set his foot on his father’s 
neck; this prophecy is realized in the play, but what is dreamily 
conveyed is that Sigismund, reared in seclusion, is pure spirit, 
while the reigning king stands for those Jesuit practices and that 
hocus-pocus of church-ridden epileptic monarchy which the pro- 
letariat, led by a bull-necked adventurer with the eyes of a dog, 
demolish in the course of the vaporous action. The conclusion is 
that the state should be based on authority, but that this authority 
should be of the spirit; and thus Hofmannsthal’s final political 
philosophy (matured by the chaos in Austria after the War) agrees 
approximately with that of the hierarchic state postulated by Stefan 
George. Sigismund. though the son of the king, has suffered the 
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direst povert}^ and humiliation, and thus he is doubly entitled to 
be the leader of a proletarian revolution whose aim is the estab- 
lishment of that order in the state which shall give the subjects of 
the state freedom to live their lives to the full Olivier, the upstart 
leader, following his brute instincts, would have replaced tyranny 
by tyranny, ’while Sigismund’s policy is to re-establish authority 
on the basis of spiritual values. Whether, of course, a Habsburg 
prince transfigured by adversity or a spiritualized Hohenzollern 
might, rather than some dog-eyed proletarian with the problem- 
atic education of Olivier, have given German poets and scholars 
peace and order to fulfil themselves in is pure speculation. But 
even as a vision of post-War conditions the play does not grip: 
what interest there is lies in the wezty throw-back to the pseudo- 
Spanish manner - in creeping prose, however, not in singing 
trochees. 

Hofmannsthal as a librettist is not quite so submerged by music 
as that other Viennese poet, Schikaneder, was by Afozart; but to 
the generality he is known only as purveyor to Richard Strauss. 
DerRosenkapa/Ier (191 1) has the moral unwholesomeness of rococo 
libertinage; the other libretti - Ariadne auf Naxos (191a), Die Frau 
ohne Schatten (1920; a dramatization of the novel by the author); 
Die d^ptische Helene (1928); Josephslegende (1914; in collaboration 
with Graf Harry Kessler) - fulfil their purpose. 

Hofmannsthal’s comedies are experiments which fail because 
of their lack of clear-cut character-drawing. Cristinas Heimreise 
(1908) and its variant Florindo (1925) dramatize an early episode of 
Casanova’s memoirs; what holds the reader is the Venetian mood. 
Der Schwierige (1921) almost belies this poet, who in his person 
and his moods is the very embodiment of Vienna, by having its 
scene in his native city. But it is post-w^’ar Vienna; and in this 
period of depression and frustration his moods were changing 
and his weary mind was turning churchwards. The critical hero 
is said to be critical self-portraiture. Arabella (1933) was his last 
attempt in this field. 

As a prose writer Hofmannsthal has great distinction, but more 
as a suggestive and stimulating if not always convincing critic 
than as a writer of stories, into which he spins too much meta- 
physical speculation. Die Frau ohne Schatten (1919), in very fluid 
Mdrchenstil (sentences joined by comma after comma), has for its 
main theme the brutality of sex relations in childless marriages. 
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The miluu is mystically oriental, and the concatenation of opaque 
symbols and the ideology have a faint impress of Maeterlinck’s 
Blue Bird: unborn children (here ‘die Ungewmschterd) live in the cave 
of perfect beauty and morals, and to them alone is granted the 
vision of the divine. In true marriage the wife is not a tethered 
goat, nor the husband (in the act) ‘something of panther and 
snake’. Sexual desire is symbolized as a demon with hypnotic 
power over the female. But woman has a spiritual virginity, and 
this is only well lost when spirit enters spirit; and thus the wife 
in the story who submits to her husband’s contact is made woman 
by desire for a spirit being.^ What the ‘shadow’ is is not very 
clear; it is, however, clear that the woman’s shadow floats away 
when for the first time she is united in spiritually passionate love 
with her great hulk of a husband; and, therefore, to cast a shadow 
means to have a baby. In Das Marchen der 6j2. Nacht (1904) - the 
style of which points forward to Franz Kafka - we have again the 
theme of Der Tor und der Tod - the rich young aesthete who by his 
very riches is removed from the poignancy of life. 

Hofmannsthal’s Erfundene Gesprache und Briefe contain some of 
the most fascinating criticism of recent years. The essay Vher Cha- 
raktere im Roman und im Drama, an imaginary conversation between 
Balzac and the German orientalist Hammer-Purgstall, puts in the 
mouth of the French novelist what is really a terrible description 
- notable in contrast with Thomas Mann’s doctrine - of the artist 
as the stoker who, half-naked, grimed, and with blood-shot eyes, 
in the South Seas creeps for a short space on to the deck of the 
luxurious steamer, throws himself on a bimdle of tow, casts a 
surreptitious glance at the first-class passengers, and plunges down 
into the hold again without having seen the lovely islands in the 
haze. And yet he is not wretched - his fate is in his work, which 
gives him everything down below. Farben is an interpretation in 
epistolary form of impressionism, with Van Gogh as pattern: the 
secret of impressionistic technique is to take anything (Rilke’s 
‘uiwahleriscbes Schauen’), show its innermost life, its very nature, 
and to set this in high colours and in prominent grouping against a 
meaningless background; and such impressions of existence prove 
existence simply because by the very vividness of their colouring 
and contours they shock the spectator out of his dulled conscious- 

' ‘Er bat micb :jar Frau gemaeht, ohm micb zu beruhrerd - the motif which 
occius in FJefUra. 



HUGO VOX HOFMAXXSTHAL 227 

ness of the existence of existence. These shreds of nature sweep us 
oft our feet because thev are the fixed expression of an intense 
emotional experience: just as^ for instance^ grotesquely poised 
boulders reveal the force of the tempest that flung them into the 
picture they are. And therefore we cannot appreciate art unless 
we realize the miracle of the feeling that produced it, ISnterhaltung 
fiber die Schriften von Gottfried Keller reveals the Rembrandtesque 
chiaroscuro of the Swiss writer, and illuminates his abrupt transi- 
tions from the ridiculous to the pathetic. Das Gesprdch der Tdnt^e- 
rinnen^ in which a Greek dancer is fascinated by a sailor’s yarn of 
life on a barbaric island, once more interprets a favourite theme 
of Hofmannsthars : the intolerable limpness ipumpfheit) of life : 
life is not save as vibrant emotion of the inner spirit, as on this 
sailor’s uncharted island, where there is a religious purity even in 
passion. Lite is not life unless it quivers with feeling, unless all 
animal functions have that spiritualization which is pure nature 
and is thus the expression of the divine. And this spiritualization 
of life is HofmannsthaFs mysticism. Gesprdch fiber Gedichte inter- 
prets poems of Stefan George in Das Jahr der Seek^ and from this 
starting-point proceeds to a subtle discourse on the nature of 
poetry. 

HofmannsthaFs posthumous works are ISachkse der Gedichte 
(1934); Dramatische Entndrfe aus dem Pdachlass (1936); Doris. Die 
Prosa desj ungen Hugo von Hofujannsthal (1930; his first writings had 
been signed ‘Loris’) ; Die Berf/hrmg der Sphdren. Keden and Aufsdt^e 
(1931); and Andreas oder die Vereinigten (1932). Andreas is the frag- 
ment of a novel which was planned at the latest in 191 1 and partly 
written 1 91 2-1 3. Notes from 1917 and 1918 are added. The poet’s 
reaction to post- War conditions prevented compledon. It was to 
have been a sort of Austrian Wilhelm Meister^ the record of a 
spiritual journey and the ripening of a soul. It depicts Venetian 
types in whose wickedness there is always something redeeming. 
Venetians are always masked, and thus are compact of dualism; 
whereas the Northerner is simple, and what he seems. Under the 
influence of this Venetian dualism Andreas finds his nature split- 
ting into two halves, and he can only restore his double self to 
integration by fleeing from Venice - that is, from beauty and 
romance, which is the lure of life - to moraUty, to simplicity - 
which (perhaps) is happiness. (Flight from Venice - and beauty - 
we have again in Thomas Mann’s Tod in Venedigl) 
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THE NEO-ROMANTIC AND 
AUSTRIAN DRAMATISTS 

T he Viennese poet Richard beer-hofmann (1866-1945) 
stands with Hofmannsthal as the exponent of the decadent 
neo-romantic verse drama. He has the same soft lyric flow, 
and the same conception of drama as a registering of impressions 
on the passive sensitiveness of a bewildered dreamer. Schnitzler 
in his burlesque marionette play Zum gmsen Wurstl made game of 
such dramas (including his own): 

So ml will ich von mir verraten: 

Zu Stimmmgen neig’ ich^ nicht Taten, 

Und sage staff weitern langen Berkhts : 

Ich bin der Held des S tucks ^ sonst nichts. 

Moreover Beer-Hofmann, like Hofmannsthal, uncovers the springs 
of what action there is behind the richly figured language in primi- 
tive erotic urges, and he too has the naive Maeterlinckian ques- 
tioning of the nature and purpose of life. He won fame with Der 
Graf von Cbarolais (1904), adapted and lyricized from Massinger 
and Ford’s The Fatal Dowry. [The Elizabethan imitations begin 
with Maeterlinck’s Annahella (1895), an adaptation of Ford’s ’Hr 
Pity She’s a Whorel\ Graf von Charolais insists on going to prison 
to redeem the body of his father, which has been seized for debt 
(one of the creditors, the Jew Itzig, is a creditable imitation of 
Shylock); but the judge whose task it is to send him to prison 
saves him by giving him his own daughter with a rich dowry. 
Beer-Hofmann radically changes the character of this daughter: 
in the English play she is a lustful creature who inevitably drifts 
to adultery; in the Viennese play she is a decent and dainty little 
lady who is overcome, momentarily but fatally, by a sudden stir 
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in her blood when the tempter - whom she sees through and 
despises - presses his urge for her body with all the skill of practice. 
Beer-Hofmann’s theme is obviously - and this it was which made 
the play a draw on the stage - that the most refined and decent 
woman is at given moments a bitch in heat. This revolting idea is 
over-stressed; and indeed there is no dramatic possibility of the 
delicate girl we have seen in Act III allowing herself to be taken, 
in Act IV, to the filthy inn which in Act I we have seen as the 
haunt of profligates and of old men with boys. VTiat is good is 
the revelation of the distinguished old judge's state of mind (senile 
eroticism in a perverted form) : he has married in old age, without 
love and to have a child who should cherish his declining vears 
(hence, perhaps, the medical motivation of his daughter’s weak 
character - like Baudelaire she is the child of senility); and he 
recoils in horror when his secretary suggests to him that even his 
daughter may need a husband, for she is (ghastly word!) a ^WeiF. 
And therefore he finds her a husband who - since he would go 
to prison for a corpse - must be noble. In the hectic 5 th Act, 
which has strong dramatic (if sensational) effects, Charolais forces 
the father to judge his own daughter, and she stabs herself. What 
drives her to death is not tragic guilt, but the cruel force behind 
existence: " "'Es"' trieb tms - treibfuns! ‘"EsF'' 2 \kht ich - nichtduF - 
Beer-Hotmann’s second drama, Jadkohs Traum (1918), belongs to 
the not inconsiderable biblical literature^ of the period; it was 
intended to be the Vorspiel of a monumental trilogv. Die Eisforh 
von Kdnig Davids but the depressing conditions of the post- War 
period stayed the poet’s always hesitant pen. His poem Schlaflkd 
fur Mirjam has been famous and anthologized since it first ap- 
peared in the 4th year of Ean\ one fails to see, however, that there 
is anything in it except the wistful questioning of ^whence ?’ and 
‘whither?’ and the heritage within us of our ancestors so familiar 
from Maeterlinck and Hofmannsthal. 

ARTHUR SCHNITZLER (1862-193 1) was bom 1X1 Vienna, and lived 
there, as a practising physician and famous author, all his life. One 

^ The Christ-novels have a chronological scale of effectiveness: Peter 
Rosegger's LN.R.I. (1905), Gustav Frenssen’s HtlUgenki (1906), Gerhart 
Hauptmann^s Der Narr in Christo Emanuel Quint (1910). 'SJClien in Johannes 
Schlaf’s tale Jesus und Miriam (1901) Alary Magdalene, dancing in a tavern, 
sees Jesus and falls in love with Him, the consciousness of His Alessianic 
calling stirs in Him. Then there are notable poems of Rilke, Sudermann, 
Stefan Zweig’s JeremiaSy Thomas Afann’s Tales of Jacoby Anton Wildgans’ 
drama Kain (1920), Karl WolfkehFs drama Saul. See also p. 256, Der Heiland^ 
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might say of him at once that he would have been an adept in 
psycho-analysis if this had not been elaborated as a system by that 
other Viennese Jew, Sigmund Freud. Schnitzler attempted the 
naturalistic play with Freiwild (1896), which discusses the ethics 
and idiocy of duelling, and Das Vermdchtnis (1898), on the theme 
of the unmarried mother; but for his other plays he turned his 
back on the proletariat, keeping only the working-class girl - das 
susse Mail - as a toy for his men about town. He had already, with 
Anatol (1893), a cycle of seven one-act plays, found his natural 
manner. These psycho-grammatic playlets are something quite 
new. They tend to be novelettes in dialogue form - more or 
less the French causerie as cultivated by (e.g.) Paul Hervieu. But 
there is nothing French in the substance or mood of the plays: 
Schnitzler does, it is true, handle his characters with malice afore- 
thought as puppets - one cycle of playlets (Marionetten^ 1906) indi- 
cates this by the title; but probably he owed nothing more than 
suggestion to Maeterlinck’s drames pour marionettes. Schnitzler’s 
characters are only marionettes in the sense that they are creatures 
of nerves and impulse {^Stimmungen unterworfen\ like the novelist 
in hiteratur) ; they have no will, the will that moves them is in the 
purpose of the universe, not in them. Anatol fixed Schnitzler’s 
reputation from the start as a cynic of ‘melancholy cheerfulness’. 
Anatol is the viveur of so many of Schnitzler’s plays and tales, not 
(to misquote Dryden) cursedly confined to one, but lighting the 
extinguished torch (or rather spluttering candle) of one love in- 
stanter at the bosom of the next. Two men are constant to the 
seven playlets, Anatol and Max; the women change from play to 
play. Anatol dreamily sentimentalizes his lady of the moment: his 
susses Madl will have V/V weiche Anmut eines Fruhlingsabends\ ^den 
Geist, . . . der lieben weiss\ Hdchelnde^ schalkhafte Wehmut\ the 
lifting grace of the Blue Danube waltz. Max faces his boon com- 
panion as the cynical raisonneur who disperses with a cold breath 
the cobwebs of love-borne fancy. Anatolis conscious of his elegant 
decadence: ^Ich Juhle^ he says, ^wie viel mir verloren ginge^ wenn ich 
mich eines schonen Tages ^^stark^^ fande . . . Es gib t so viele Krankbeiten 
und nur eine Gesundheit — . Man muss immer genau so gesund sein wie 
die anderen — man kann aber gans(^ anders krank sein wie jeder andere^ In 
other words, the interesting thing is the infinite variety, to a dissect- 
ing dramatist, of disease; and what we must expect in Schnitzler’s 
work is dissection and illumination of phases of disease, of decay 
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physical and moral. Life is thus a fermenting swamp, and the haze 
above is the illusion of happiness or beauty, the dream over the 
hopeless reality. Another A^iennese dramatist, Grillparzer, had re- 
presented life as a dream and dream as life; and so does Schnitzler. 
His leit-motif is that life is an actor’s make-believe. That make- 
believe and life flow into each other is the idea of one of the most 
effective of his playlets, Der grime Kakadu (1899) : French aristocrats 
meet nightly in a low tavern to watch actors (a new sensation) 
making believe that they have committed atrocious crimes; on 
the night the Bastille is taken they still, with death at their throats, 
think the frightfulness is play-acting; here indeed the dream is 
life. There is the same interlacing of life and dream in Paracelsus 
(1897). The first of modern doctors returns to Basel and is brought 
home by the armourer Cyprian, who, being the more solid man, 
had years before been given the hand of Justina, whom they both 
loved. A noble youth, Anselm, has been making love to the buxom 
wife, but she has laughed at him. Paracelsus with his hypnotic 
power puts her in a trance, in which she dreams that she has given 
herself to Anselm. /Vnatol, promised that the secret life of his mis- 
tress should be revealed to him in a hypnotic trance, had declined 
the experience: he is content with illusion . . . Cyprian too has 
been living in illusion : it was W'hen he was at the tavern, the dream 
says, that Justina had fallen; that is, he had neglected her in his 
belief that all her nature needed was home and (now and then) 
husband. She has not sinned; except in the dream . . . But is the 
life her husband, perfect Burger as he is, asks her to live, the life 
of her soul ? This sanative scrutiny of connubial neglect recurs 
throughout Schnitzler’s work as an equal source of tragedy with 
that custom of the country the Verhaltnis, Paracelsus ends with a 
kind of epilogue by the doctor who has, as the directing force 
above them, made these marionettes act: 

jE> war ein Spiel! Was soUf es anders sein? 

Was ist nicht Spiel^ das wir auf Erden treihen^ 

Und schien es noch so gross und fief v(u sein? . . . 

Mit Menschenseelen spiele ich, Ein Sinn 
Wird nur von dem gef unden ^ der ihn suchf. 

Es ftiessen ineinander Traum und Wachen^ 

Wahrheit und Luge, Sicherheit ist nirgend. 

Wir wissen nichts von under nichts von uns; 

'Wir spielen immer^ wer es weiss^ ist klug. 
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Here, obviously, Paracelsus is speaking for the physician-dramatist 
Life had been wistfully imaged in the prologue written by Hof- 
mannsthal for Anatol (p. 212) as a weary play-acting with halhes 
Empfinden, Such low pressure of emotion implies Heldenlosigkeit\ 
and indeed even the heroes of Schnitzler’s Renaissance tragedies 
are creatures of mood. Only once, perhaps, in Schnitzler’s work 
is this halbes Empfinden intensified to full tragic feeling : in Eiebelei 
(i 89 5) ; a youth has had a dangerous liaison with a married woman, 
has freed himself and attached himself to the usual Madl^ but 
is killed in a duel by the husband of his former mistress ; the girl 
cannot at first realize that what she thought was love was Eiebelei, 
and when she does she commits suicide. The ten dialogues of 
'P^igen (1900) are necessarily indecent, because they are the demon- 
stration of facile coition, such as any physician or court missionary 
could piece together from experience of human nature - which is 
literally, at its erotic rawest, as here presented. We go round a 
lively circle of clasped playlets : in the first street-girl and common 
soldier have their sordid moment, in the second this soldier and 
the housemaid, then housemaid and son of the house, and so on 
till in the tenth dialogue the circle meets with the street girl coup- 
ling with a count. Thus all classes and ages are linked by one 
common need. In Eiterafur, one of the three one-act plays of 
Eebendige Stmden (1902), Schnitzler comes nearest to the accepted 
idea of comedy: there is real fun in the gradual discovery by two 
lovers who have separated that each has embodied the love-letters 
of the other (copies having been kept of what each wrote as well 
as the replies) in novels actually in the press. 

Schnitzler’s full-size plays lack the formal perfection of his 
curtain-rdsets, and rely mostly for their effect on the discussion of 
some social problem - that is, they are tendentious. Der Schleier der 
Beatrice (1899) is a full-fledged Renaissance tragedy: the crowded, 
complicated, and kaleidoscopic action passes in one short night, 
which is sufficient to fashion forth the rushed fierce joy of living 
of the cinquecento - ^das Eeben ist die Eulk, nicht die Zeif, runs the last 
line. In style and construction the play comes near to de Musset’s 
Eoren^accio; both plays have fullness without form. Cesare Borgia 
— a red demon lighting up the livid background — is expected to 
Bologna on the morning following the events, and the 
^ke h^ the idea of ending life with a splash by marrying a 
beautiful girl of the lowest class whom he has seen by chance in 
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the Street. A formal marriage might seem a waste of ceremony, 
but the girl makes this condition - she has dreamed that she was 
Duchess of Bologna, and she has related the course of this Wunsch- 
fraum to her lover, Filippo Loschi, a poet so lost in musings that 
he does not even remember his own poetry. He interprets the 
dream as a revelation of inner lubricity, calls her the soiled ^Dirne 
ihres Traums\ and sends her packing. She glides away from the 
marriage festival, in her long white veil, and goes to Filippo, who 
asks her to die with him. But she is afraid of death, and vrhen he 
quaffs his cup of poison she goes back to the Duke, in her con- 
fusion leaving her veil behind her. The Duke will forgive her 
absence on one condition: that she takes him to the spot where 
she has left the veil. She does so, and is stabbed by her brother by 
the corpse of her lover. The play tells on the stage by its picture 
of Renaissance licentiousness ; the orgy in the dark of night in the 
Duke’s garden is Uke an exhibition, from a doctor’s point of 
vision, of all erotic frenjzy and perversion. The psychological prob- 
lem is in the girl’s attraction to and fear of death. In Der einsame 
Weg (1903) there is something of Ibsen’s probing technique. The 
action which matters is unrolled in the past of twenty years before, 
when Fichtner had a liaison with the mother of FeUx, who - a 
good boy - is shocked by the revelation that his real father is not 
the husband of his mother - who dies at the start of the play 
but this extinct painter, who claims possession of his son because 
he is pathetically old and lonely. But Fehx denies his right to pos- 
session - he has procreated him, but not reared him; and to Felix 
the tragedy is in the cheating, by his mother and Fichtner, of his 
good if humdrum father. The theme runs parallel with that of 
Schnitzler’s long novel Der Weg ins Freie: in both works the artist 
abandons the girl he loves for the sake of freedom in his art, and 
in both the freedom is illusory - the painter loses his productivity, 
while the composer in the novel is doomed to be an eternal dilet- 
tante. In play and novel Schnit2ler exposes the biological and 
social effects of the Verhdltnis, The most subtle of Schnitzler’s 
plays, perhaps, is Zwischenspiel (1904). Amadeus, a musical con- 
ductor, has always been faithful to his wife CaciUe, an opera singer, 
and she has been true to him through the boredom of family life; 
but now they feel that their marriage is loveless, and they agree to 
each other’s freedom. The conductor goes away with a countess 
who has thrust herself upon him, and Cacilie fulfils an engagement 

H* 



MODERN GERMAN LITERATURE 


234 

in Berlin with Sigismund, a former pupil of her husband, in atten- 
dance. Amadeus is soon finished with the Grafin; his heart is in his 
work. But Cacilie comes back one evening from Berlin, changed 
by her experience with Sigismund: she now wants 'adventures’ 
and thrilling experience from life. Amadeus is horrified! She is 
not the woman he has lived with for seven years. She makes no 
confession; and he does not realise that although, as she cries out 
desperately, she is aching for love, her relations with Sigismund - 
who, though in love with her, is a gentleman - have been correct. 
In any case she has come back, lovely and excited and disputatious 
- at bedtime; and, though she resists, Amadeus seizes his marital 
rights. The morning after she is, as she tells her husband, really a 
changed woman. She has yielded to him, but only in the shock of 
the psychological moment: any other man might have taken her 
just then. In her own eyes she has been untrue to herself: after 
months of resistance to her lover she has been seized by her own 
husband; and she has been untrue to her husband because their 
contract of freedom has been overthrown by the surprise of pas- 
sion. This reasoning is beyond the man’s conception. He wishes 
to return to connubial possession; but Cacilie Hst eine andere ge- 
mrden\ He packs his things and goes away, taking his manuscripts 
with him; Cacilie bows her head on her hands, and weeps gently. 
There is in this play - it probes deeper than Paracelsus - a pene- 
trating contrast of the man’s attitude to freedom from the marital 
bond and that of an emancipated and sensual but decent woman. 
If Amadeus’ conception of love had been higher - and more 
sensual, certainly more Casanova-like - Cacilie would have been 
true to him in the sense in which she conceives the word. Amadeus 
is not quite a Tesman - he is brilliant and a true artist ~, but he has 
the Viennese conception of the casualness of love added to the 
German idea of connubial routine. Cacilie on the contrary has all 
the physical and mental qualities of the passionate woman artist, 
but at the same time absolute respect for herself. And this clash 
of character produces the marital conflict. The ladies of Schnitzler’s 
plays drew the solemn reminder from Vogt and Koch (in their 
lateraturgeschkhte) that ancient German women had something 
holy and that even Goethe had some idea of non-animal decency 
in women; Cacilie, one hopes, has something holy — but as a con- 
temporary of Schmtzler, not of Tacitus. Der junge Medardus (1910), 
an historical drama of Vienna in 1809, has the crowded action of 
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Der Schkkr der Beatrice. Professor Bernhardi (1912) has poignant 
interest today because of its ^scussion of the problem of the Jews 
in Vienna. A girl is dying of abortion in the clinic of which Bern- 
hardi, a Jew, is the director. The girl is in a state of euphoria; she 
is having perhaps the happiest moments of her life, dreaming that 
she is getting better and that the lover w’ho is responsible will 
soon be coming for her. A pious nurse, without instructions to 
do so, sends for a priest to administer the Last Sacrament, but 
Bernhardi, knowing that as soon as the patient sees the priest she 
will know- she is dying, refuses to let him pass. This Jewish pro- 
cedure (actually a Christian doctor might have done the same) 
gives rise to a great scandal in clerical Vienna, and Bernhardi is 
sent to prison for contempt of the State and religion. The play is as 
tendentious as a play can well be; and the interest lies in the clash 
of argument, the caricature of politicians, and in the depressing 
picture of Austrian obscurantism and anti-Semitism. Die Schwestern 
Oder Casanova in Spa (1919) is a good example of Schnitzler’s lighter 
manner. Casanova slips away from the card-table to climb to the 
bedchamber of a young wife who has given him the glad eye : in 
the dark he jumps through the wrong window, but the wife who 
happens to be there yields to the moment and to him. The problem 
- ironically treated - now is: which female is wronged, the one 
who was waiting, or the one who w^as not? The two women, 
meeting the morning after, fly at each other; but all ends well, for 
Casanova hath charms . . . Seriously treated for the space of a scene 
is the problem w^hich provides the action for Beer-Hofmann’s Der 
Graf von Charolais\ the wife who yielded to the urge of the moment 
argues with her husband, the morning after, that nothing has 
happened: she woke up, she says, feehng just the same as she did 
the morning before. She assures her husband that she is still his, 
because the man who took her is a casual stranger favoured by 
the moment; this moment, she swears, will never return; to which 
the husband replies that she will always bear the smell of it in her 
hair. The conflict is between medical fact ~ which in this respect 
sees no difference between a woman and a rabbit - and the hus- 
band’s natural obsession that any other man contaminates the 
object. 

In Schmtzler’s tales and novels there is the same sparkle of wit, 
the same delicate rendering of nuance, that we find in the plays; 
but the filling in of the narration makes them less perfect and 
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life-like. His most poignant Novelle is Sterben (1895): a young 
man hears from his doctor that within a year he will be dead of 
consumption; his mistress refuses to leave him, and she nurses 
him through the dreadful illness in a lovely region of a southern 
coast. As death approaches the young man is tortured by the idea 
of leaving her behind, and tries to take her with him by murdering 
her, but the attempt brings on an attack of haemorrhage, which 
causes his death. The girl has been faithful to the end, but the 
death of her love has kept pace with the dying of her lover. There 
is a haunting melancholy in the tale: how sweet life is, with love; 
how terrible is death when love must be left; and how weary is 
life when love dies. One of the short tales, l^eutnant Gustl (1901), 
is the long monologue of an officer who is about to commit 
suicide because he has been insulted by a vulgar civilian who is 
not satisfaktionsfdhigy it is very much like the ' waves-of-conscious- 
ness tales’ of these later days. The genre is not quite new: there is 
the idea of it in Richard von Meerheimb’s (1825-96') 'Psjdo- 
drameff (Psjdodramemelf^ 1887). Frdukin Else ( 1 9 2 5 ) is another such 
monologue ; it is spoken by a Viennese girl of nineteen, in a holiday 
resort where she is staying. News comes from home that her father 
is on the verge of fraudulent bankruptcy. There is a chance of 
saving him - if she agrees to the conditions of a financial magnate 
at the hotel to whom she appeals for help : he must see her naked 
in the star-lit forest. Tf one man sees me,’ she says, "others shall 
see me,’ Naked under her mantle she comes down into the hall, 
shows herself, faints, is taken to her room, takes veronal, dies. 
The resemblance to Maeterlinck’s Monna Varna cannot be missed. 
The Novelle Casanovas Heimjahrt (i 91 8) is a picture of the legend- 
ary lover in the decay of old age, still lustful but on the verge of 
impotence. As in Die Schwestern Casanova finds his way into a 
lady’s room and pretends to be her lover; but when she looks at 
him in the morning he shows that night’s efforts furrowed deep 
into his yellow face; and what he reads in her eyes is not, as it 
used to be, "rascal!’, but ‘old man!’ If to women he is an old man, 
to himself he is dead. The short novel Frau Berta Garlan (1901) 
has the shuttle-like to-and-fro of fevered thinking of the two 
monologues. It is the story of a handsome woman with the artistic 
temperament who, after daree years of widowhood, in the vigour 
of her thirties, dreams herself into an infatuation for a musician, 
now famous, with whom she had innocently flirted when they 
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^vere students together at the conservatoire^ and she is hunted by 
the titillation of her senses into his arms; but to him she is just a 
woman who calls and is done with. "Verlangende Weiblkhkeit\ she 
discovers, is an illusion. Der Weg ins Freie (1908), Schnit2ler’s 
longest novel, is his weakest work. Apart from the reasoned re- 
jection of the Verbal tnis there is endless discussion of the Viennese 
Jew problem, and a crowded canvas of not very edifying Je\J7S. 
Therese (1928), the 'chronicle of a vroman’s life^ is a sordid and 
dreary novel. Therese, the daughter of an insane officer in Salz- 
burg, is cast off by a doctor and a lieutenant, and has to earn her 
living in Vienna as a ser^-ant. She has a series of love affairs, and 
she dies when her illegitimate son, for whom she has worn herself 
to the bone - he is a thief and Zuhdlter by trade - gags her while 
he breaks her box open. 

To the school of Schnitzier belong felix salten (1869-1945) 
and RAOUL AUERNHEiMER (1876-1947). Salten, born in Budapest 
but resident in Vienna, wrote one-act plays in Schnitzler’s manner 
{Vom anderen Ufer^ 1907); Auemheimer, in addition to comedies 
(Die grosse Leidenscbaft^ 1904)5 wrote such short stories as Casanova 
in Wien^ in which the hero, staying with his Philistine brother in 
Vienna, at a time when Maria Theresa was forcing the Viennese 
to be good, is tempted to be good too, but is saved from this fate 
by an order of expulsion. 

The once almost hectic reputation of two of the neo-romantic 
poets, Gustav Vollmoeller and Ernst Hardt, has faded rapidly. 
Time was when Vollmoeller dazzled London and Ernst Hardt 
was devoured like chocolates, vollmoeller (1878-1948) began 
wdth Georgean verse (Parcival: Die fruhen Garten^ 1 90 3) and made his 
reputation with the revenge drama Catharina^ Grdfin von Armagnac 
(1903). This play, in highly decorative verse with prose passages, 
provided a macabre thrill : the lady’s husband comes into the room 
wdth the head of her poet lover and stands it on the mantelpiece. 
He leaves it there, and Catharina addresses it in melting verse, 
kisses the bloody chops, recalls their hours of dalliance, and then 
jumps out of the window with it into the river. For Max Reinhardt 
Vollmoeller wrote wordless plays: Mirakel (1911), and Venee^ia- 
nische Abenteuer (1912), the former a symbolic handling of the 
legend (familiar from Gottfried Keller’s tale, John Davidson’s 
ballad, and Maeterlinck’s play Smr Beatrice) of the runaway nun 
whose place as doorkeeper of the convent is taken by the Virgin 
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till she returns, a penitent. Vollmoeller's flippant adaptation of 
Go22i’s Turandot (1911), with the three riddles obscenely trans- 
muted, was produced, in Max Reinhardt’s gorgeous Berlin setting, 
by Sir George Alexander in London. - ernst hardt (1876-1947), 
after World War I director of the National Theatre in Weimar, also 
began with Georgean verse {Aus den Tagen des Knabe?i^ 1904), but 
went over to drama. His Tantris der Narr (1908) owed its success 
to the macabre thrill taken over from the more primitive form of 
the legend: King Mark delivers Isolde naked to the lepers. Gudrun 
(191 1) also provided a shock: the heroine loves, not the betrothed 
from whom she is snatched, but the more dashing warrior who 
abducts her; this reading of her mind can as a matter of fact be 
read between the lines of the old epic. Schirin md Gertraude (1913) 
is a travesty of the medieval legend of der Graf von Gleichen^ the 
crusader who is permitted by the Pope to have two wives, the 
Saracen woman who freed him from captivity and the one he had 
left at home (see pp. 27, 270). 

The robustiousness and reek of mother earth that are lacking in 
the work of the Viennese aesthetic dramatists give a racy flavour 
to the dramas of karl schonherr (1869-1943), the full-blooded 
continuator of Anzengruber. Whereas Anzengruber was a man 
from Vienna who recorded the ways of Tyrolese peasants as an 
outsider, Schonherr was born and reared out at Axams in the 
Tyrol, though he settled as a practising doctor in Vienna. He finds 
his dialect-speaking characters in the same mountain villages that 
are Anzengruber’s world, and he, too, mixes old-world sentiment- 
ality and ruthless reality. In his first plays there is more of senti- 
ment; in Sonnwendtag (1902), as in Sudermann’s Johannisfeuer^ an old 
pagan festival with its pagan spirit clashes with religious narrow- 
ness of faith; there is an anti-Catholic ending, with the image of 
the Virgin, whom the action proves to be impotent to save, sym- 
bolically abandoned in the home that must be left behind. Familie 
(1905) attempts strict psychological depiction, and Das Konigreich 
(1908) is another experiment, this time in the romantic Mdrchen- 
drama^ with a contrast of the two worlds of aristocratic luxury and 
innocence in poverty: the devil disguised as a courtier tempts and 
destroys the children of the court fool. With Erde (1908) Schon- 
herr revealed his full powers; the comedy is grim indeed in its 
black lines as of an old woodcut. The tenseness of the action and 
(for a German audience) the involved humour depend on the 
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peasant custom that the father is lord of the house till the eldest 
son marries; to him the father must then relinquish his rights. In 
Er^e the son cannot marry till the father dies; at the beginning 
of the play hope dawns that he may soon be gathered unto his 
fathers, for he is kicked by a horse, orders his grave, has his coffin 
made; and while he is bed-ridden the son makes a cradle and (the 
housekeeper anticipating the joys of possession) the baby for it; 
but the old peasant is indestructible: he rises from bed and hacks 
the coffin to pieces. He has touched the earth he loves and is re- 
newed. In Glauhe und Heimat (1910) there is warm feeling; the 
period is that of the Counter-Reformation; the order has come 
that Protestants are to be driven out of the country, and Tyrolese 
peasants die clinging to Luther’s Bible. The idea which animates 
the play is that of reconciliation between the two creeds - that 
tolerance the sweet reasonableness of which Anzengruber had 
shown in Der Pfarrer von Kirchfeld and which Schonherr found - 
whether or no there was anything in the charge of plagiarism - 
in Enrica von Handel-Mazzetti’s Styrian novel Jesse und Maria. In 
Der Weibsteujel (1914) there is insight into the inner nature of 
woman as penetrating as that of Schnitzler, but with the Strind- 
bergian valuation of female domination by means of sex. There 
are only three characters, labelled in the way the expressionists 
were to adopt, Der Mann - sein Weih - Ein junger Grenydger. The 
husband is a physical wreck, unable to w^'ork, but with the cunning 
to enrich himself by acting as receiver to smugglers. His young 
wife, vigorous but wdth her senses dormant, mothers her invalid, 
until he sets her to beguile the young customs officer who is on 
the point of discovering where the contraband goes to. But she 
plays with fire; and the flames burn high, both in her and the 
Grenzwachter. She sees her chance of getting rid of both men; 
she goads the customs man into murdering her husband, and over 
the dead body, she cries exultingly: ^Ihr MannsteiJeJ etich ist man 
noch tiherj' She knows she wnll inherit her husband’s ill-gotten 
wealth; and with that she can have any man she wants. A woman- 
devil can beat a man devil. Schonherr’s medical experience is turned 
to account in Es (1925), of which the only characters are 'der Ar^f 
and 'die Frau\ and in Der Armendoktor (1925) and Chirurgenspkl 
which show up the farce life is. 

Hofmannsthal’s revival of the medieval mystery play proved 
the making of another Austrian poet, max melt (1882- ). Bom 
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at Marbutg an der Drau in Styria he grew up in Vienna. He 
began with Novellen: iMteinische Br^ahlmgen (1904), Die Gn^ien 
des Traum (1906), Jagersage und andere Novellen (1910). His best 
short stories he selected for the collections Das Donauweibcben 
(1958) and Verheissmgen (1954). The most famous of these 
novellen is Barbara Naderers Viehstand (1914), the tale of a robust 
wench who is a spinster because she had turned up her nose at 
those who would have had her; now she runs her own little farm 
in the Styrian uplands and steals a calf which belongs to a Pro- 
testant gentleman. She rears it till it is itself ready to breed, and 
there are drastically realistic stories of its affairs with two different 
bulls. In a time of great shortage of fodder she returns from a 
foraging espedition to find all her cattle dead. This tragic end was 
inevitable, we are told as the story closes: ‘Beicht ablegen hatt icb 
gehnsolkn’, she tells herself, ‘dann lebetens’ noch\ Mell’s Catholicism, 
as here, is orthodox to the last degree, and thus he differs from 
Rosegger, who remains the unsurpassed laureate of Styrian peasant 
tales; indeed the whole purpose of Mell’s story- writing seems to 
aim at showing that salvation for the individual and country is 
unquestioning beUef in what the priest says. This is expressly 
stated in Waldbeimat, one of the tales in Stemscherlj>bgesang (i939)- 
The tone and temper of Mell’s mystery plays is foreshadowed in 
his verse tale (in four-feet rhymed trochees) Die Qsterfeier (1921) 
and take shape in Das Wiener Kripperl von 1919 (1921), which is 
inspired by the post-war return to religion. Crude realism runs 
through Die Osterfeier-, but what counts is — as Hofmannsthal 
pointed out in words of high praise — the ingenious invention of 
the interlocking action, the presentation of Catholic symbol as 
poetry that acts magically on simple minds, and the delicate delinea- 
tion of mental states. His masterpiece is Das Apostelspiel (1922), at 
once a mystery play and a peasant drama (Bauemspiel ) ; that is, one 
with primitive peasants for players in a rough village location. 
The scene is a lonely hut in the mountains in the depth of winter; 
no one is there but a young girl; two robbers break in; she takes 
them to be the apostles John and Peter, questions them about 
obscure passages in the gospels, and so confuses them that they 
slip out into the dark night with a ray of light in their awakened 
souls. Das Schuir^en^lspiel (1923) is more fanciful : a girl is so proud 
of her piety that her guardian angel orders her to stand at the 
church door saying Heirate micb I to those that pass ; this trial with- 
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Stood she is forgiven and admitted to the ^life-order of women’ - 
tliev who bear any fate when the eyes of a child fall upon them - 
by a sister she had before despised as the mother of illegitimate 
children. In Das iDachJolge-Christi- Spiel (1927) a Styrian nobleman, 
in the days of the Turkish wars, is nailed to a cross by a band of 
marauders and is so moved by his 'imitation of Christ’ that he 
prays for his tormentors, and thus converts them. With Die Sieben 
gegen Theben (1932) Mell turns to blank verse to blend the Seven 
against Thebes of Aeschylus with the Antigone of Sophocles; this 
play was overpraised as a counterblast to the Freudian defacement 
of ancient Greek plays by Hofmannsthal. Das Spiel von den deutschen 
Ahnen (1935), though the happy ending is still brought about by 
a miracle - the ancestors of a farmer return, after 180 years in the 
grave, to save a farmer w^hose wife hankers after the evil life of 
towns ~ is intermediary between the mystery plays proper and 
those in which there is a more classic conflict of human passions. 
Mell at last makes a bold bid for the laurels of the classic dramatist 
with Der Nibelunge Not (1942), in rough-hewn verse of four beats 
to the line. Of this the first part was produced during the war, 
and was proclaimed as a Teutonic epic drama worthy of the heroic 
spirit of the day. The second part, Krie/nhilds 'Kjiche (1951), is 
generally admitted to fall off because the spirit of it has something 
of the preaching quahty of the peasant moralities, w^hich are, in 
sober truth, Mell’s province by right of conquest. As a lyric poet 
he sings the revohdng seasons of Styria in Das hekrdn^te Jahr 
(1911) and joy in earth in Gedichte (191c)). Gedichte (1928) is a 
selection. 
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COSMIC IMPRESSIONISTS 
AND EPIC INFINITIES 

I n the occult verse of Stefan George the mist is woven into the 
words; in that of Alfred mombert (i 872-1942) it lies clinging 
over them, but shifting to reveal strange glimpses of the Uwelt 
or chaos, of planets rising half-formed from blind seas, with a 
spirit-being (‘the sea-gull shoots freely through his body’) ranging 
through the seething clouds: the poet-creator, or God, with logos 
nesting in his hair. At a cursory glance at this weltering vapour 
the wary reader may well say: hlauer Dmst pure and simple, but 
with Mombert familiarity breeds a distant, if not eifortless, com- 
prehension. The terror is in the ideas, not in the language; this is 
of the simplest: it is even very often like the babbling of a child. 
Nor is there intricacy of rhythm or even the melody of rapt music: 
it is all rather prose poetry lifting here and there into ghost-like 
incantation. The early poems oiTagund Nachf{i%<^s^ have the lure 
of simplicity; the later verse {Der Gluhende, 1896; Die Scbopfung, 
1897; Der Denker, 1901; Die Blufe des Chaos, 1905; Afasr, 1925; 
the two dramas Aiglas Herabkmfi, 1929, and Aiglas Tempel, 1931) 
can only be (like Einstein) an acquired taste. Der Held der Erde 
(1919) is a mythically transfigured vision of the First Great War. 
‘Symphonic dramas’ is the name he gives to the trilogy Aeon, der 
W dtgesuchte (1907), Aeon, r^ischen den Erauen (1910), and Aeon vor 
Syrakas (1911); Aeon is the genius of humanity wedded at Syra- 
rase, in the face of the teeming east and at the cradle of the sea- 
faring nations, to Semiramis, the mother of peoples. Here all is 
symbol; thus Aeon is ‘between two women’ as in temporal dramas, 
but of these women one is Chaos and the other Form, or Gothic 
art (unformed and therefore to-be-shaped) and Greek art (formed 
and perfect). The poet’s aim, at which he toiled for fifty years, was 
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to present an entirely new mytliical cosmology which should pro- 
vide humanity, emancipated from the swathing folds of religions 
outworn, with a new doctrine in lyrically tensile sung rhythms. 
The salient feature is that The singer’ with his ever changing names 
is always Mombert; thus the Aeon of the dramas is the Sfaira of 
the two final rhapsodies (or - since w^e have Gesang and Gegensang - 
symphonies): Sfah'a der Alte (1936) is the last work published in 
Germany, while Sfaira der A/te, Zweiter Teil was published at 
Winterthur by the poet’s Swiss friend who had ransomed him 
from a vile concentration camp in the south of France to care for 
him for the few months of life that remained to him. This second 
part had been partially written in the concentration camp and was 
completed at Winterthur. Into it he had woven, while still keeping 
the mood and music of his ^unnahbare Sage\ the moving story of 
his arrest in 1940 in his Heidelberg home and of his Ahtransport\ 
into the hall of books steps ^Strammer^ ein feister 'Fang-Ddmon^ | 
drohnender Schritt - : er tritt heran^ | aus der Gurgel vorstrudelt ihm 
blechern Geras s el ^ | flusterfs her ah in S fair as linkes Ohr: | ^'Wirsf noch 
heute der Halle entschreiten - | werden den Sfaira geleiten | aus dem 
Biicher-Saal in Ddmon-Weifen^^ The quintessence of Mombert is 
offered by himself in Der him?nlische Zecher (1909; selections from 
four books) and the enlarged version published 1952, completed 
by the poet just before World War II from seven books. One 
should have the imagination with which Francis Thompson credits 
Shelley to run wild over the fields of ether with Alfred Mombert, 
to tumble about in the reek of chaos, with one’s head between the 
lances of the lightning, and to see the butterfly moon, diamond- 
green, floating over the skies. But even the too wary reader might 
pick out broken fancies from the litter of Mombert’s creation, and 
take a joy in their imcanny evocations. Today there is a new con- 
ception of Mombert as a man: the impression created by his verse 
had been that he was a monkish recluse. But in his early lyrics a 
sensual note now and then pierces through; and in a recent book, 
Alfred Aiombert. Brief e an Richard und Ida Dehmel (1956) we find him 
as a successful barrister and later as a man of means travelling far 
and wide, and as a trenchant critic of the poetry of his day, includ- 
ing that of his best friend Dehmel. The letters to Frau Isi (p. 1 17), 
which reach from 1897 to 1942, ring with the ardour of a passion- 
ate love. With the help of this correspondence the personal (and 
one may say human) touches in Mombert’s verse can be detected; 
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traces of his adoration of Isi run through even his cosmic myths; 
and it forms the pith and marrow of one book: Die Schopfung. 

To go from Mombert to carl spitteler (1845-1924) is like an 
escape to mountain heights, particularly if we begin with his chief 
work, Oljmpischer Fruhling (1900-10), an epic in bumping alexan- 
drines, into which ancient mythology is thrown as into a melting- 
pot to be created anew both as a vision of ideal Switzerland, 
snowy Alps and radiant pastures, and as an expression of the 
endless struggle with evil of mind and morality lured to unscalable 
heights by beauty. For his first philosophical epic, "Epimethus md 
Prometheus (1881), Spitteler had devised a startling Whitmanesque 
style (ostensibly prose but lyrically tensile) which had so much in 
common with that of Nietzsche’s Also sprach Zarathustra that it 
was taken to be an imitation of it, especially as both works agree 
in their cult of the strong personality. As a matter of fact, it had 
been published two years before Nietzsche’s string of charmed 
aphorisms, and it has been suggested that Nietzsche, who at all 
events referred to Spitteler as ‘the finest aesthetic writer of his day’, 
may have been the borrower, both as regards biblical style and 
ideas. Spitteler’s Uterarische Gleichnisse (1892) and Balladen (1896) 
are parables and allegories ; his more specifically lyrical poems are 
in Schmetterlinge (1889) and Glockenlieder (1906); the quaintness of 
their symbolism (e.g. the Duke of Bells goes out to meet the King 
of Noon and spreads at his feet a carpet of undulating melody) fits 
the Swiss hardness of the verse. The Novelle Conrad der Leutnant 
(1898) embodies Spitteler’s contribution to the problem of realism 
in fiction and belongs, though written in detachment from the 
school, to the history of naturalism. His other ‘novel’ (it is more 
in the nature of a running disquisition with the thread of a story) 
Imago (1906) is in the hne of fantastic satire represented by F. T. 
Vischer’s ‘novel’ Auch Einer (1878). The hero is Victor, a Swiss 
poet with no pecuniary present and with a future merged in mist. 
At a mountain resort he has met a Swiss girl, and when they part 
he, like an old Minnesinger, worships her image, which he chris- 
tens ‘Imago’. But she marries a prosperous scholar, and thence- 
forward she is for him not Thcuda but Pseuda, an idol desecrated. 
She is damned to the stupidities of family life and the inanities of 
sodal intercourse (^die Hdlle der Gemiitlichkeif'). She is like precious 
china put to use at the breakfast-table. But Imago stiU remains, 
and Victor floats about the social orbit of the false one, ‘Uke a 
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harpooned u^haleh In intent the tale satirizes (drastically!) Swiss 
polite society and cultural clubs (Pseuda is president of Idealia), 
and Spitteler romps over the remembered bitternesses of his earlv 
journalistic struggles when, after he had thrown off his parson’s 
cassock and returned from a spell of tutoring in Russia, he wrote 
as Felix Tandem. This combative tone had already run riot in his 
volume of critical essays Lachende Wahrheiten (1898). 

max(imilian) dauthendey (1867-1918) as a boy at Wurzburg 
reminds one of Ferdinand Freihgrath, Germany’s classic of exotic 
poetry, who sat on a clerk’s stool at Amsterdam dreaming of 
yellow African sands and lithe lions gliding to reeded lagoons to 
pounce on gazelle and giraffe; but before Dauthendey could begin 
to realize his dreams of the far away he had to serve seven years 
in the photographer’s business of his father. His novel 
menschen secured him his freedom, and the rest of his life w^as 
spent in travel the world over until he died at Java, where he had 
been interned, in 1918, shortly before the end of the War (his 
letters to his wife had been detained by the British censor but, 
when released, were published in 1930 as Mich ruft dein BiJd), He 
contributed to the first Fo/ge of Blatter ftlr die Famst poems which al- 
ready have that reading of soul into colours {VerseeJungder Farben) 
which is his special mark. He wrote the poems of his first volume 
of verse, Ultra Violett^ (iS93)> the Swedish coast, ignorant of 
the language of the country, in isolation which Rilke might have 
envied; and in this solitude, he says, ‘Farben sangen zmd das Scbweigen 
der schwar^en W alder wurde tonende W'onnen, . . . ’ His intense sensi- 
tiveness to impressions of nature - in the 'stiff light’ and 'steel-blue 
silence’ of the landscape -explains the extravagant melange des genres 
of his early verse : he makes perfumes and colours sing and sigh 
and hsp and winds bum. This experimental synaesthesia makes 
Dauthendey the most technically impressionist of his contempor- 
aries : as a trick rider he may ride his horse to death but in the 
history of Hteratxire he does as a colourist make a record. There 
is sometimes a magic of mood in his grouping of ""satte Farben " : 

Weinrot brennen Gewitterwinde^ 
purpurblau der Seerand. 

H}^af(inthentief die feme Kuste. 

^ The title is a reminiscence of X-rays, which were discovered at his native 
Wiirzburg. 
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Em Kegenbogen, veilchenschmll, 

schmil^t durch weihraucbhlam Ahendwolken, 

Im Eaudunkel lacht 
eine heisse NaMgaJl. 

This "pointillierender Kolorismus\ which is influenced by the paint- 
ings of the Munich Secession as well as by the bright blue of sky 
and sea by the Swedish skjaers^ continues, though more discreetly 
toned, in the verse of Keliquien (1899); and here to the play with 
colour is added an intimate note of personal love experience. 
Very sweet (as a lady might say) is: 

Am sussen lila Kleefeld vorbei^ 
den Tannen^ den 
mit der Bank inmitten ^ 
dort ^ieht me ein weicher Eldtenlaut 
der sanfte Fjords 

blau im Schilfgrun ausgeschnitten. 

Gib mir die Hand. 

Die beiden Tannen stehen so stilly 
ich will dir sagen^ 

was die Stille rings verschweigen will. 

Gib mir die Hand . . . 

Gib mir in deiner Hand dein Her^. 

Ausgewdhlte Gedichte aus nem Buchern contains the best of Dauthen- 
dey’s lyric work (Gesammelte Gedichte^ 1931)5 the separate volume 
Die geflugelte Erde (1910), a description of his voyage rotmd the 
world, has metrical interest by reason of its Whitmanesque bulge 
and billow of line, while Bdnkelsang vom Balt^er auf der Bal^ (1905) 
gives us quite a different Dauthendey, a humorist in the black 
woodcut manner of Hans Sachs and Wilhelm Busch. His verse 
myths fail for lack of hardness and are readable only for their 
pictorial qualities; the moors of the Isefjord in Iceland form the 
background of Die schwan^e Sonne (1897); Phallus (1897) fantastic- 
ally symbolizes the erotic relations of man and woman - the last 
daughters of men adorn themselves behind a glacier wall which 
reveals barbarous sexual urges in the bogged deeps of modern 
consciousness. 
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Dauthende^^’s first iiovt\,Josa Gerth (1892), takes place apart in 
his work as being entirely psychological and having a German 
setting. The heroine, a highly gifted girl, comes in her growing 
years, unsatisfied and hysterically seeking, in the very exuberance 
of her girlish ripeness manntoll^ to the gradual perception that the 
most ideal man is beast by impulse; she marries a clergyman, and, 
after her first night of physical disgust, is estranged by her con- 
viction that atheism is a riper stage of religion; when her husband 
forbids her to publish the book she has written to prove this thesis, 
she leaves him, but returns to him when a consumptive botanist 
- a portrait of J. P. Jacobsen! - to whom she turns, unselfishly 
refuses to live with her. Having married the Swedish love of his 
lyrics Dauthendey took her to Mexico in 1897, intending to settle 
as a farmer; but what the experience brought him was his strange 
blend of novel and travel description, Kaubmenschen (1911). The 
title relates to the ostensible theme: The world is all rapine (eine 
Raubwelt) and a man has to take from others even the woman he 
loves’. The real interest is in the poetic re-creation of Mexico: 
tierra caliente, Aztec ruins, and a curse over the land. Dauthendey’s 
colour obsession appears even in such a casual observation as that 
of three red tomatoes, like red-hot coals, on a piece of blue linen 
print in front of a tawny Indian woman. The volcanic landscape 
broods over the hero’s senses like a nightmare, and his timorous 
sympathy for the descendants of the Aztecs with their demonic 
ways puts the book in the front rank of the Mexican exotism of 
the period. The sensationalism which mars Kaubmenschen fails to 
grip, too, in the poet’s two collections of Oriental short stories, 
Lingam (1910) and Die acht Gesichfer am Bimsee (1911). In Lingam 
the base of the narration is stark reality, fantastic only because it 
is literally Oriental, and (in intention) physiologically real because 
the strange happenings grouped as ‘Hngam’ - the Indian symbol 
of sexual union - represent naive Oriental phases of the truth that 
love is life. The tales range eastwards from India by way of Ceylon 
and Singapore to China and Japan, and the moods and colouring 
shift from country to coxmtry. What weakness there is — and it lies 
in a too naive wonderment at exotic phases and a too physical 
interpretation of states of mind — can be best gathered by com- 
paring the Chinese tale Im Mandarinenklub with Klabund’s Derkf^te 
Kaiser: in the background of both the boy Emperor dies in the 
sinister shadow of the Dowager Empress; but while Dauthendey ’s 
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sketch is merely curious that of Klabund is both a fragile re- 
creation of the willow-pattern conception of China and at the same 
time a deeply suggestive symbolization of its effacement by Bol- 
shevist ideas from the barbaric West, the dissipation of the delicate 
webs of dream by alien and brute thought. In Die acht Gesichter am 
Biwasee there is not the faint distortion or mockery of the typical 
chmoiserk\ all is flower-like and mdrchenhaft^ miniature but intense. 
One might be tempted to class the tales as japoniaiseries; for, after 
all, there must be crude reality even in Japan; and (e.g.) Dauthen- 
dey’s idealization of the Yoshiwara or hive of geishas’ love-booths 
bears the same relation to the night-life in Tokio as the barcarolle 
tune does to the green grease of Venetian canals. Nevertheless 
these dream-visions of Japanese life, with their sleepy incoherence 
and softly gliding rhythm, do at least give the delight that legend 
gives. The tale which closes the collection shows the author’s 
hand; by exposing the conflict that must necessarily arise when a 
German woman marries a Japanese he makes it clear that the tales 
are studies of the physiological functions of love in Japan, set off 
against landscape and custom, with (apparently) the moral that 
the Japanese marriage, in which the woman loses herself in her 
lord, is the ideal marriage. The stories of Geschichten aus den vier 
Winden (1915) handle for the most part strange problems of Euro- 
pean psychology in the conflicts of love, the relation of the soul 
to the shadow it casts, the illusory beauty of reflection set against 
the plain solidity of reality, the revelation by dream-vision of 
fleshly passions as xznclean antediluvian beasts ; the insistent main 
theme is that of the caged soul, tortured, dying, or escaping in fan- 
tastic dreams or music. Only one tale of this collection - Himalaya- 
finsternis - is Oriental; it is notable for its ghostlike rendering of 
the district round Darjeeling, and for its symbolization of the 
sexual process by the doubling of a tiny Tibetan amulet - a female 
affixed in climbing posture to her man - with Everest and Kan- 
chenjunga, gigantic figures draped in problematic mists which, as 
they shift, reveal snowy breast and clasping arm rose-hued in the 
first flush of dawn. 

The most sky-wrapt and astronomical of the cosmic impres- 
sionists is THEODOR DAUBLER (1876-1934). As a native of Trieste 
he was as familiar with Italian as with German; hence the Italian 
colouring in his work (according to Kasimir Edschmid it has the 
silvery shading of the Dalmatian coast). He has sketched his auto- 
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biography in Wir wollen nicht verweikn (1915). In the prose intro- 
duction to Das Xordlichf (1910; the second edition, "die Genfer 
Ausgabe’, 1921, is revised) he explains the genesis and meaning of 
his astral system. Sun is father, earth mother, moon hermaplirodite 
but tending to female. Sun and earth were once joined, and the 
earth is still striving to get back to the sun ("D/> Erde hraust dem 
Sonnenlicht entgegen^ | AJs fldge sie in des Geliebten Am/). This is in- 
deed the secret of life: everything that lives, plant and animal, has 
its flight to the sun {Sonnenfing)^ so that existence is synonymous 
with return to the sun. In other words sun is God. But all this, it 
transpires, is an inner process: and here we get to the roots of 
Daubler’s mysticism; for literally he is in the line of the great 
mystics, although, since his medium of revelation is poetry, his 
system has no clear lines and is mingled with much of the dross 
of earth. Sun and earth, then, are within us. And just as at the pole 
the sun released by the earth and the sun of heaven embrace and 
produce the aurora borealis^ so within us mystic irradiation meeting 
God brings a mystic play of glor\^ And thus the task of man is 
to achieve the future of the earth by means of the aurora borealis. 
Earth will again be luminous; but the nations must see to it that 
this star of ours shall one day be the brightest of all, and that will 
be when forth from man shines that sun which is Primeval Being 
QJrsonne). From this (more or less naive) mysticism Daubler builds 
up his cosmogony, which is often an orgy of sensuous images : 
thus prolific and glowing India is the earth's tribute or sacrifice 
to the sun. And so Daubler storms across the face of the universe, 
weaving dream-pictures of clime and landscape. How many de- 
voted dreamers will follow him through his vasty epic ? Picking 
up the three volumes and 50,000 lines of the work one is apt to 
feel - as is the case with Klopstock’s Messias and Spitteler’s 0/)m- 
pischer Fruhling - as a hen is said to feel when it is placed with its 
head facing a chalk line - hypnotised at the start of infinity. If, 
however, one frees oneself from the inhibitory spell and strides 
onward there will be sudden thrills : evening at Venice (Auf des 
Tages Abendschkppe | Streut der MondseinUchfgescbmeid. | tJberferner 
Alpentreppe | Funkeltnoch das Furpurkleid) ; or some symbolic vision 
(F/orenf^y am Hinmel stehen weisse Eilien | End strdmen Pol/engo/d 
Gott empor^ | Auch schlingen Bdobe sich me Eichtreptilien j Durch man- 
cbes burggekronte Felsentor)\ or that gruesome sonnet (known to 
anthologies) of tangled ivy^ climbing to the marble balcony of the 
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Gothic palace, shadowy as a spy intent on vengeance 
It gropes, and with a woman pale and rigid at the winrl 
while the moon peeps round a high corner In tt ^ 

( art I) Daubler uses flying as the complicated symbol of io- 
new mysticism: the goal of all dream and yearning [s a star 

r;::T= stfirf - f 

meaning of words : H) 7 /m an Italien (1916), Hesperian FiqiI) T J 

sipr^ss:z£sszi'6’.H‘^‘ 

IS gathered His nnvpl T ’ sir ■ ^ ^ 

acWevement. 4 f>’^cana (1928) is more attempt than 
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NEO-CLASSICISM 

At the beginning of the centun- a reversion from both the 
f—\ naturalistic and the neo-romantic drama to the clear-cut 
JL A. outlines of classical form was championed in theorv and 
practice by Paul Ernst, Wilhelm von Scholz, and Samuel Lublinski. 
The theoretical writings concerned are Paul Ernst’s Der 
Form (1906), Wilhelm von Scholz’s Gedanhn ^um Drama (1905), 
and Samuel Lublinski’s Die Bi/afi;(^ der Moderne (1904) and Ausgang 
der Moderne (1908). These writers demand a return to blank verse, 
the three unities, inevitability of the action; and, while thev denv 
the relativity of morality which the naturalists had proclaimed, 
they define meticulously their own conception of the tragic hero. 
Restitution of the hero is common to both impressionism and 
neo-classicism; but whereas to the impressionists the hero is for 
the most part interesting by reason of his pathological and mental 
‘otherness’ {Anderssein) to the neo-classicists he is the Aristotelian 
superman impelled to destruction by some fault which is an in- 
evitable part of his own towering greatness. The neo-classicists for 
this reason find their themes mostly in history or legend; and each 
dramatist interprets his theme in the light of his own particular 
system of ethics. Hebbel, not Schiller, is the model; and therefore 
these neo-classic dramas have three main characteristic features: 
(i) the more closely the dramatists can apply the Aristotelian tech- 
nique by contriving the strictest unity of action and the most 
drastic simplification of the plot, the more perfect they consider 
their tragedies to be; (2) their characters are philosophically aware 
of their doom and expound their Weltanschauung, probably in 
monologues, in uncompromising philosophic jargon; nor does it 
matter if the expression of this interpretation of life be grotesquely 
anachronistic, as, for instance, when in Paul Ernst’s Brunhild and 
Chriemhild the protagonists and even the wakeman on the wall and 

2JI 
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even the serfs of the king discourse sententiously on the nature of 
man and existence, and on whether life is or is not a dream; (3) the 
photographic reality of present-day life is replaced by what is 
considered to be the logical reality of a theme in which all that 
happens is developed inevitably from what precedes. From Hebbel 
the neo-classicists take over the problem of the conflict of the 
individual (as the representative of ‘higher being’ the hero) and 
the universe (or the community). For the critic watching the out- 
come of these theories the trouble is that, whereas in HebbePs 
plays there is consistent interpretation of the metaphysical idea 
which informs the dramatist’s whole work, in the neo-classic tra- 
gedies - in Paul Ernst’s particularly - there is neither consistency 
nor clarity, although the protagonists monotonously and undra- 
matically express whatever metaphysical idea they may possibly 
represent in a given play. 

The great difference between the conception of Paul Ernst and 
Wilhelm von Scholz is that while the former proceeds by mathe- 
matical or logical reasoning and in the plainest terms of versified 
prose, and regards ‘fate’ as the conflict between personal will or 
desire on the one hand and the moral law on the other, Scholz 
has the Maeterlinckian conception of fate as the mysterious unseen 
power or powers in whose guiding hand the human puppet is 
helpless. Paul Ernst is a rationalist, Scholz is a mystic. In both 
cases the conception of tragedy derives not so much from Aris- 
totle through Lessing as from Aristotle as interpreted by Schelling 
and taken over by Hebbel; and the neo-classic tragedies will prob- 
ably repel any reader familiar with Schiller’s expansive style unless 
they read these plays (like a gourmet whose pleasure is in unusual 
tastes) as test-pieces of Schelling’s illuminative interpretation of 
tragedy as the achieved harmony of the conflicting laws of necessity 
and liberty. These laws, Schelling says, conquer and are conquered : 
necessity conquers because it brings the catastrophe, liberty con- 
quers by the hero’s acceptance of the catastrophe. Hebbel, arguing 
from these premises, rejected ‘tragic guilt’ as interpreted by Les- 
sing. Hebbel’s Agnes Bemauer, for instance, is not guilty; neither 
is Paul Ernst’s Brunhild; but their personal will being in conflict 
with the world- will they must perish; and they must attain the 
consecration of tragedy by recognizing that they must perish. An- 
other tenet of Hebbel’s which the neo-classicists take over is that 
the drama in its totality and in its elements must be symbolical - 
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thus in Paul Ernst’s Demetrios Greek helot and t}’rant symbolize 
the Sociahst and the dictator of today, while in his Chriemhild 
Gunther is a symbol for Wilhelm II. 

But if, demonstrably, the neo-classic tragedy is based on Hebbel 
in the case of Paul Ernst, and on Hebbel and Maeterlinck in the case 
of Wilhelm von Scholz, what is there actually 'new’ or 'classical’ 
in the movement? Hebbel is only classical in the sense that his 
most mature plays are in blank verse and in five acts; his handhng 
of problems ranges him as the forerunner of Ibsen and G. B. Shaw. 
There is nothing new in this sense in the neo-classic dramas, and 
one is bound to say - and this amounts to condemnation perhaps - 
that their main interest is in their form; that is to say, in their 
attempt to show that the form actually of Racine is, by proof of 
logic and experience, the only proper form of modern tragedy, 
the only concession being that modern philosophy or modem 
social or political problems must be read into the ancient myth or 
the slice of history that is presented. Paul Ernst himself, in his 
preface to Scholz’s Meroe\ maintains that 'classicism’ is a wrong 
term for the aims of the neo-classicists, and that they seek, in the 
form they consider most fit for contemporary drama, merely to 
reach the level of the classics : Klassi^jsmus erstreben son- 

dern 'Klassiv^itdf. Their justification is, they think, that they mark 
a return to the highest ideal of classic art: to represent life in its 
highest possible manifestations; they would bring tragedy back 
from the shallows into which naturalists and impressionists had 
dragged it down by their denial of the irrefragable laws of tragedy 
as established by Greek and academic criticism. 

Wilhelm von Scholz in his Gedanken ^tm Drama (1914) bases his 
system on the idea that the action of a tragedy concentrates feel- 
ings in the mind of the spectator and that the catastrophe results 
in a violent discharge of these accumulated forces : the competence 
of the dramatist is in the measure of the skill with which he mani- 
pulates this gradual tension and happy release. The eyes of the 
spectator are thus fixed by the outer magic of the drama on the 
events which unroll the tragedy, and the inner magic of its sug- 
gestion gives him the illusion that he is himself the actor. Thus 
there are in the theatre two wills : the will of the tragedy to com- 
plete the action, and the will of the spectator to follow the action 
and to identify himself with it. Where Scholz seems to differ 
radically from the academically defined Aristotelian doctrine is 
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that according to him the tragic action derives not from the char- 
acter of the hero but from his fate; the tragic hero fights his 
fate which is contrary to his character; ‘Schicksal ist dies' The 
necessary condition of the action is a situation which must inevit- 
ably have the development we see in the tragedy, with conflict of 
two wills, really the conflict between the will to self-assertion and 
the perception of what is right, both personal will and recognition 
of the moral law being equally justified. The Aristotelian canon, 
of course, states that the clash of characters creates the situation; 
or at least that, the characters being as they are, in the given situ- 
ation the action must be as shown. To reveal the development of 
a character, Scholz argues, is the business of the Er^ehungsroman, 
whereas tragedy is Fate, which provides the situation fraught with 
catastrophe for the characters. It might easily be shown that this 
idea of fate explains the failure of the neo-classic dramas generally, 
simply because it negates that clash of wills which Lessing estab- 
lished as the necessary condition of tragedy. In other words the 
failure of the neo-classic tragedies serves to prove once again the 
irrefutable logic of Aristotle and Lessing. Where there may be 
something acceptable is in the interpretation of the effect of tra- 
gedy: an electric discharge is at all events a cleaner image than 
the raw medical process of catharsis or purging; this, however, is 
a matter of theory, and appraisement of the value as literature of 
tragedies built up on these theories is another matter. One has 
throughout the feeling that here the proof of the pudding is more 
satisfying than the eating of it. Interesting in Scholz’s system of 
dramaturgy is his conception of the dual nature of the tragic con- 
flict: the great man - and this dual conflict of ethic forces is pos- 
sible in great men only - is seen fighting his external battle to 
consximmate his will; but within him there is another battle - that 
of the unseen powers which direct existence: ‘the invisible life in 
the depth of us becomes in tragedy visible action’. Here we per- 
ceive the influence not only of Hebbel but of Maeterlinck; and 
indeed it is the idea which before long led Scholz away from neo- 
classicism to a species of irrational mysticism which interprets all 
external phenomena as symbols. 

RAUL ERNST (1866-1933) has described his youth in his Jugend- 
erinnermgen (1930) and Jmg^ingsjahre (1931). The son of a miner 
who had risen to be an overseer, he was bom at Elbingerode in the 
Harz Mountains. He reminds one of another miner’s son from the 
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same district - Luther; both were stubborn champions of an idea, 
and both fought for German ideals and the heroic conception of 
morality against what each took to be alien predominance. But 
Luther crashed his way to recognition, while Paul Ernst fought 
on in the shadows. Till 1953 : then he was raised to the pinnacle 
of fame as the grand old man of fighting literature. Gerhart Haupt- 
mann might come forth from his castle in Silesian mountain soli- 
tudes and pay lip allegiance to the Fiihrer; he remained 'volksJremd\ 
the creature of the Jew press, of Jew critics and Jew theatre 
directors, the exponent of polygamy, senile eroticism, and famil}^ 
dissension; while Paul Ernst, with his round face framed in its 
full beard and his defiant eyes, was the type of the Nordic hero 
facing a world of foes and fighting to the last. His time had come, 
not merely for national acknowledgment, which he got (with the 
full blast of propaganda), but for the production of his plays. 
Here, however, the Nordic theory came up against a blank wall - 
on the stage the neo-classic plays are . . . literature. As a matter of 
fact Ernst’s popularity with the new regime w^as mostly due to his 
political writings: he had begun, when a theological student in 
Berlin and a member of Durch^ as a convinced Marxist, but had 
progressed to a kind of non-Marxist Socialism, and had set down 
his creed in Der Zmammenhruch des Alarxis/ms (1918 ; rechristened 
Die Gnmdlagen der neuen GeselJschaft^ He shows the break- 

down of liberalism in De?' Zusammenhruch des Idealismi^s (1919). His 
mature attitude to political problems and to the mystery of exis- 
tence is set forth in the imaginary conversations of Erdachfe Ge- 
sprdche (1921) : a king before his execution bandies arguments with 
the dictator w^ho has encompassed his fall, Caesar converses with 
Antony, Goethe with Eckermann, Hebbel with a rich youth and 
a poor youth, Mesmer with Swedenborg, etc. The pithy maxims 

^ The political philosophy - derived from Machiavelii and Niet2sche -- of 
this book served largely for Na 2 i propaganda. The brunt of the argument is; 
there are two classes of men, those born to serve (and they serve so that they 
may be happy) and those whose whole being strives for leadership. The latter 
class relinquish happiness for power; and therefore the leader is by necessity 
a tragic man. This is of course also a canon of Ernst’s dramatic doctrine. The 
leader is by his very nature an aristocrat. The masses will only obey the leader 
so long as they see that his burden is heavier than their own. The state is the 
embodied will to power and the embodied morality of its group of leaders 
and therefore also of the people; for the leaders know that they can only 
serve the people so long as they stand within the people {Volk). The people 
is to its leaders what the poem is to the poet. 
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in short rhymed stanzas of his Gedichte und Spruche have been 
ranked with the Germanic gnomic poetry of the Middle Ages; 
the core of his wisdom here is what constitutes the ethics of his 
neo-classic plays ("Treue gegen sich selbsf ) : ^Wer ist weise^ wer ist gut? 
We?^ nach seinem Wesm tut\ His epic in three volumes. Das Kaiser- 
bush (1925-28), chronicles the achievements of the Frankish, Saxon, 
and Swabian emperors in plain verse, and in Der Heiland (1931) 
he has, like the Old Saxon scop of the ninth century, Germanized 
the Gospel story. 

As a poet Paul Ernst began with Po/jmeter (1897), a collection 
of verse in the style of Arno Hok’s Phantasus} His first dramas, 
the two curtain-raisers humpenbagasch and Im Chambre separee (both 
1898) were in the strictest Telegrammstil A visit to Italy in 1900 
converted him to the belief that the ideal forms of art were to be 
found in ancient Greek tragedy and the medieval Italian mvella. 
In 1902 appeared his Altifalknische Novelkn (translations) and two 
collections of short stories : Die Prim^essin des Ostens^ which closely 
imitate the technique of the old Italian novella: the narration is 
restricted to the bare bones of the action, which is presented as 
inevitable and due to fate and character, and is kept free from 
psychological and analytical interpretation. Paul Ernst’s short 
stories rank prominently in the renaissance of the genre which 
now follows. Other collections of his Novellen are: Die Hock^eit 
(1913); DerToddesCosimo (1913); Die Taufe (1916); Der Nobelpreis 
(1919). In Okkulfische Novellen (1921) there is something of the 
speculative mysticism in which Wilhelm von Schok was now an 
adept. The Geschichten von deutscher Art (1928) cover a variety of 
social strata, and chronologically take in the period before, during 
and after the War. The Komodianten- und Spit^bubengeschichten (1920) 
revive the rogue tale such as we find it in the anecdote collections of 
the sixteenth century, and have that disquieting if ironical delight 
in wicked pranks which makes Pill 'Eulenspiegel such a standard 
example of German humour; the Roman scene with the itinerant 
actors of the commedia delParte does not make the mood less 
German. 

In height of achievement Paul Ernst, though a pioneer and 
theoretician of the regeneration of the short story, is left behind 
by his contemporaries, not because he is too faithful to his theory 

^ Hok had published poems of his Pbantasus type in 1893 in Bierbaum’s 
Musenalmanach, 



NEO-CLASSICISM 


^57 


of objectiveness and concentration, but because where he does 
infuse his personality the result is perfect form without magic of 
atmosphere. "N^CTien he began his experimental renovation the ac- 
cepted definition of a Novelle rested on the formulations of Paul 
Heyse and Friedrich Spielhagen, which stipulate that the character 
of the hero or the heroine, or both, should be revealed by a con- 
flict which develops as the outcome of an unusual incident.^ (See 
p. 474.) The narrator must be objective: that is, he tells the story 
without putting anything of himself into it. The salient modifi- 
cation of the technique of the Novelle now is that it is liberated 
from the criterion of absolute objectivity; the very best of the 
new Novellen tell a good stor\" but are coloured by the author’s 
personality and informed by his own outlook on life. Thus Ricarda 
Much, though she continues the realistic method of Gottfried 
Keller, reads her own femininity and her anti-clerical bias into her 
short stories, while Jakob Wassermann inspires his with a sad 
sympathy for the very soul of the submerged classes (e.g. Das 
Amulett\ whereas naturalistic Armekutepoesie had merely recorded 
the conditions of poverty. There is a marvellous range and variety 
in the mass of these contemporary Novellen. Paul Ernst leads with 
his revival of the medieval anecdote, and is followed by Wilhelm 
Schafer, who makes the Atiekdote a definite modern genre. Wil- 
helm von Scholz reads his modern occultism into the picturesque- 
ness of the Middle Ages. Novelists with a political message, like 
Bruno Frank and Stefan Zweig, make the Novelle poignant with 
the suffering and hopes of the post-War period. The greatest 
miracle, perhaps, is in the exotic Novelle (Dauthendey, Klabund) : 
the strange reality of far-away lands and peoples is shown through 
a haze of dream. The Kunsf/ernoveUe, which we find Tieck elabor- 
ating at the very beginning of the modern Novelle (Das Dichter- 
leben^ Der Tod des Dichters\ is now made more psychologically 
appealing; as for instance in the two pictures of Hdlderlin in his 
madness : Klabund’s Holderlin and Hermann Hesse’s Im Presselschen 
Gartenhaus, 

Paul Ernst’s technique in the Novelle may be gathered from 
one of his Romance tales : Ein Eamilienbild von Goya, The poet tells 
of his own visit to a Spanish count, the last scion of an ancient 
race of hidalgos, in his shell of a medieval castle. The count shows 
his visitor the family portraits, among which the narrator at once 
i nopei a ~ Nemgkett, 



MODERN GERMAN LITERATURE 


258 

detects a Goya: this leads the old count to tell the love story of 
the ancestor whose bold figure stands out from the canvas with 
wife and ten children. The 'strange happening’ which the Falken- 
theorie requires is the marriage of this ancestor to a lady whose 
husband he had killed. Really we have here the medieval problem 
and the logical solution of it with which we are familiar from 
Hartmann von Aue’s Iwein and Corneille’s Fe Cid; that Iwein may 
be the direct source of Paul Ernst’s story is perhaps indicated by 
the fact that the lady’s serving-maid pleads for the hidalgo, who, 
like Iwein, is a prisoner in the lady’s castle. Other familiar medieval 
details are: the gentleman falls in love with the lady’s picture 
(troubadour and Minnesinger motif); the detailed description of 
the lady’s figure, with the omissions roguishly hinted at; the lady, 
dainty as she is, uses coarse sexual words. The medieval colouring 
is, however, nothing more than a graceful pretence: the handling 
of the theme is intellectual, and what impresses the reader - apart 
from the exciting story - is the count’s regret for the effacement of 
the landed gentry or military caste by the cultured middle classes; 
Paul Ernst skilfully renders the melancholy of the theme familiar 
from so many Spanish works, and most of all as the very inspira- 
tion of Don Quixote^ that poignant contrast of classes which the 
Socialist leader Friedrich Engels classified as the first literary ex- 
pression of the idea of Socialism. This tale of Paul Ernst’s, it will 
be clear, is not an objective narration of an event of the Heyse - 
Spielhagen type, for the author reads into it a personally coloured 
survey of social developments; and the characters, far from 
being Jertig\ undergo the same developments as do those of 
I-je Cid. 

In the novel Paul Ernst has academic interest of subject, but not 
greatness. Der schmale Weg^um Gluck (1903) is historically one of 
the pioneer Bn(iehungsromane\ it inculcates, with a too didactic in- 
sistence, a semi-religious seeking for happiness with the idea that 
this will be found in some narrow, insignificant retreat from the 
noise and bustle of the world. Die selige Insel (1908) is a notable 
contribution to the discussion of the Ehe i:(u Drift. In Saat auf Hoff- 
nung (1914) a selfless millionaire tries to save a people driven to 
distraction by the development of industry ; but the Socialist world 
he builds up is destroyed in blind passion by the workers he would 
save. (There is the same theme and the same result in Georg 
Kaiser s Gasl) Grun aus Trummern (1923) records the collapse of 
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Germany in the \X ar and the elfect at home. Der Schat\ />// Morgen- 
brotsthal (1926) and Das Gluck von Lautenthal (1931) also depict 
Germany in the distress of a post- War period and hold out the 
hope of a miraculous recovery; the Thirty Years War is no doubt 
a symbol of contemporary conditions. 

Paul Ernst’s neo-classical tragedies have been criticised as being 
‘cold’, ‘stiff’, ‘anaemic’, ‘pseudo-classical’. He does, it is true, elim- 
inate verbal magic; but it is part and parcel of his programme that 
greatness of dramatic style can only be achieved by austere restric- 
tion to the bare lines of the action: ‘Ej ist Grosse (SflJgrosse)/ he 
says, ""mnn ein Kfmsf/er es vernmg^ sich auf die HaupfUnien beschrdnken 
and alle Nebensacben^ auch die bluhendsten^ duf tigs ten ^ aus^ischliessend 
This would seem to mean: let the dramatist stick to his plot and 
keep the poetry out. His first neo-classical tragedy in his own sense 
is Demetrios (1905), yet another attempt to master the problem of 
the pretender which Schiller planned in his Warbeck and both 
Schiller and Hebbel left uncompleted in the Demetrius of each. It 
is quite in keeping with the neo-classic manifestos that Ernst 
removes the problem from comparatively modern history to a 
mythical period; it is thus easier for the dramatist to eliminate 
milieu and couleur locale and confine himself to the stark ethical out- 
lines. His Demetrios is a slave in Sparta in the second century 
before Christ; he establishes himself for a time as the son of the 
former king, who has been slain by a usurper. Demetrios has been 
brought up as a helot, and as King the problem for him is (in the 
terms of today) how to raise the standard of living among the 
masses ; he finds, as other initially Socialist dictators have done, 
that he can only rule as a tyrant; and his tyranny leads to the proof 
that he is an impostor in so far as he is not the legitimate son of 
the tyrant of whom he is the ver\" image, but merely this tyrant’s 
bastard begotten on a slave girl. Canossa (1908) begins with a nar- 
ration of the horrors of war which is lifted bodily from the begin- 
ning of Simpli^issimus. The ethics are prophetic of Nazi doctrine: 
the ‘higher life’ lived by the hero covers the assumption that 
tyranny as the function of a hero’s life is justified. Ariadne as^ 
Naxos (1912) marks the transition to a more or less new type of 
Ernstian play : ^dasEr/dsungsdrama\ The Erldsungsdramen - the others 
are Manfred undBeatrice (1912), Preussengeist{i^i4)^ Kassandra{i^i 5), 
York (1917) - stress the idea that the hero is saved from suffering 
by overcoming it. In Ninon de PEncIos (1910) - the heroine is the 
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famous lady of many lovers whose own son has grown up without 
knowledge of her and, when he sees her, falls madly in love with 
her - it is not clear whether the mother is erlbst or the son when 
he stabs himself. But here we have practically the only approach 
to modem psychology in Paul Ernst's plays : Ninon has the cold, 
sexual, experimental curiosity of a man; hence her eternal youth, 
because she does not give herself, but takes, or rather tastes. 
Even she, however, is concerned with the metaphysical nature of 
life. Probably the most interesting of the neo-classical tragedies 
are Ernst's Brunhild (1909) and Chriemhild (1910). Ernst had dealt 
critically and suggestively with the dramatic possibilities of the 
Nibelungenlied in his Die Nibelungen: Stoff^ Epos und Drama (1906), 
which he incorporated in Der Weg ^ur Form. The chorus-like 
dialogue between retainers with which the acts open projects in 
dignified language, in which Greek idiom is sporadically imitated, 
the dramatist's illumination of the ensuing action. In the actual 
drama the language, though for the most part programmatically 
plain, is nevertheless outrageously undramatic because it plays 
round the naive philosophical ideas on which Ernst (imitating 
Hebbel’s ISlibelungen) bases the deeds of his protagonists. The Welt- 
anschauung thus demonstrated is misty enough: the problem to the 
reader is whether InBrunhild guilt and responsibility for one’s deeds 
are negated, because the individual does what his character makes 
him do,^ or whether in great characters (like Siegfried) guilt is 
necessary to distinguish them from gods, but must be expiated 
in the Aristotelian way. The denial of right and wrong and the 
attribution of all happenings to fate are of course classical in the 
sense of the fate-drama; but in any case Paul Ernst has not made 
even fate seem inevitable; and his reduction of Gunther to a whin- 
ing coward and of Chriemhild to a vicious termagant is hateful, 
while his final denunciation (in the mouth of Hagen) of the con- 
ception of Treue as the source of the two catastrophes comes as a 
surprise and is confusing. Ernst has, however, in^cated that this 
is symbolical: Gunther stands for the ex-Kaiser, while Hagen 
and the other Nibelungen owe their sufferings to a ridiculous 
and cowardly conception of duty to their lord; that is, to slave 
morality. The trouble with Paul Ernst is that his dramas, for all 

^ ^ Gunther: Ja, icb bin feig. Docb wesbalb bin ich feig? | Weshalh ward ich als 
Siegfried nicbt gehoren? - Hagen : Und Jeder Mensch muss der sein, der er ist^ | Drum 
ist verdcbtlkb und die Scbuld 1 1st nur ein Wort^ das wir im Traume sprechen. 
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his theoretic insistence on the philosophic shaping of drama, 
show no consistency of views: thus in the Arthurian comedy 
EJffer iMnval (1905) there is clear teaching that determinism is a 
prison contrived by belief or fear, but a prison from w^hich the 
indi^ddual may free himself as Merlin does, in the play, from the 
imaginary tower in which he is immured with Viviane. It might 
of course be urged that comedy does not need the heroic philo- 
sophy of tragedy. 

WILHELM VON SCHOL2 (1874- ) w’as bom in Berlin as the only 
son of Adolf von Schok, who later w^as Bismarck’s Ivlinister of 
Finance. In his memoirs, B.ine Jahrhundertwende^ he has related what 
he owes to Berlin, w*here he w^as brought up, and to the Lake of 
Constance, on the shores of which, at Schloss Seeheim, he lived. 
For six years he w^as the Director of the Court Theatre at Stuttgart, 
and for tw’o years President of the Dichterakademie established by 
the Na2i regime. In drama he made a beginning with a one-act 
play, Mein Fnrst (1898), a dialogue, naturalistic in its ideology but 
not in style, between a young ruling prince and his old tutor, who 
has been dismissed from his sinecure because of a speech he has 
made in a Socialist gathering; the tutor expounds the theory that 
either prince or people must sponsor revolutionary innovations. 
DerBesiegte (1898) belongs to that group of MaeterUnckian playlets 
of which Hofmannsthal’s Der Tod und der Tod is the crown and 
glory. The central idea is the coming of Death : here he is a w- ander- 
ing knight who bears on his escutcheon a crimson rose on a sable 
ground - love and death. '^Tiat enfeebles the play is that instead 
of concentration on one clear idea - as in Maeterlinck’s Ulntruse - 
we get a complex of familiar motifs : in Palestine der Besiegte - he 
has been defeated by the paramour of the chatelaine and is brought 
to her as prisoner - loved the Magdalene with her flaming hair, 
and cheated her of Christ; since then he wanders the world, win- 
ning the love of ladies with his lute-playing; they bum to his 
embraces but are chilled to the bone and die, w^hile he escapes as 
a monk. In the picture of his riding through w^ood and wold with 
Walther von der Vogelweide we have no doubt a reminiscence of 
Diirer’s Knight^ Deaths and the Devi/, and perhaps, too, of Bdcldin’s 
Selhstbildnis, in which skeleton Death is playing the violin behind 
the painter’s ear. Der Cast (1900) also uses a motley medieval set- 
ting for a dualistic picture of Death as a mysterious presence 
watching over life. The originality of the plot is dubious: in 1896 
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Hauptmann’s Die versunkene Glocke had appeared; in Schok’s met- 
rically similar play, four years after, we have again the master- 
craftsman - this time a demonic architect building a cathedral - 
obsessed by his work and at the same time torn between his hum- 
drum duty to a fanatically religious wife and his sensual love for 
a seductive harlot - like Tannhauser between God and Venus. 
There is some prospect, as in Ibsen’s Master ’Builder^ of dizziness 
on the top of the tower when the work is completed; but the 
plague, the 'imbiddeh guest’, comes to the city. There is a Maeter- 
linckian mood in the symbol of Death suddenly shadowing the 
revels of the vulgar and the star-ypointing dreams of the creative 
artist; life flares ere its extinction, and the austere artist yields 
to the seduction of his senses. Again the beauty of the concep- 
tion is marred by melodramatic mystifications and a loose grip 
of character-drawing. Der Jude von Konstan^ (1905) is yet another 
medieval picture, with the persecution of the Jews as the enfold- 
ing theme. The actual problem is that of the renegade Jew, as in 
Gutzkow’s Uriel Acosta, Nasson, a Jew doctor in Constance, has 
embraced Christianity so that he can own his own house and have 
a hospital - that is, in order to do good; he is no more Christian 
than Jew, but quite emancipated from dogma. As a study of the 
Jewish question the play has topical interest today: ^blood pol- 
lution’ is one of the motifs, the absurdities (to a freethinker) of 
both Christian and Jewish ritual quicken the plot, and the hope- 
lessness of the Jews being assimilated by any nation is poignantly 
brought out - there can be no homeland, we are told, where death 
itself means sinking into alien soil. While Der Jude von Konstan^ 
does not observe the unity of place Meroe (1906) observes neither 
the unity of place nor that of time, though it claims to be strictly 
of the neo-classical type, and is moreover intended to serve as the 
proof by practice of the neo-classic theories enunciated by Scholz 
in his Gedanken Drama. The time of the action is remote (^ein 
grosses Drama spielt mit Vorteil in entkgener oder phantastischer Zeif\ 
and there is tense concentration on the main conflict between two 
wills, each of which is dramatically equal to the other: monarchy 
and priesthood each claim absolute power. Paul Ernst’s Canossa 
might be urged in relative disproof of the claim that a mythical 
period is best suited to drama: there is the same conflict as in 
Meroe^ but Ernst’s drama of Kaiser and Pope is rendered more 
vmd by the feeling that the conflict on the stage is the symbol of 
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a conflict not yet ended. The lines of the conflict are actually more 
topical today than they were at the date of the appearance of Ernst’s 
drama, and the conflict is practically between the same powers. 
In Meroe the conflict is equally topical, but the remoteness of the 
action veils the actuality; moreover the 'mythicar atmosphere is 
nullified by the fact that King Sarias is not only a dictator, he is a 
freethinker as well, who (in a mythical period!) tries to suppress 
the church. As in Ernst’s Canossa there is a conflict between father 
and son: the son joins forces with the priests, defeats his father, 
but then asserts his rights as king against the claims of the church. 
Literar}" interest Aleroe certainly has : for one thing Scholz varies 
the soporific regularity of the German lambendrama by a free use of 
dactyls and trochees; for another thing, with its pseudo-mythical 
atmosphere and its barbarians who reason like Jesuits and with its 
melodramatic thrills, it comes near to being a revival of Baroque 
tragedy. One glaring fault is in its lack of originality: it has ele- 
ments of the 'Pflichtdrama - like the Prince of Homburg the re- 
bellious heir to the throne recognizes that he has been justly 
condemned to death; and there is no mistaking the borrowings 
from Hebbel’s Herodes und hlarianme - in both the queen’s brother 
is the High Priest and conspires against the king, and in both the 
king’s nearest official is charged to slay the queen if the king dies 
before her. 

In 1914 Scholz modified the framework of his dramatic system 
in the ISeue Fo/ge to his Gedanken ^um Drama, His practical experi- 
ence as Director (J)ramaturg und Spielleifer) of the Court Theatre 
at Stuttgart (1914-23) may account for the more stage-like struc- 
ture of the plays that follow, all of them mystical. In his treatise 
Der Zufall^ eine Vorform des Schicksals (1923) he further expoimded 
the dramatic doctrine of chance on which these plays are based; 
he attributes to chance or accident a power which may determine 
the fate of the individual, whereas of course Lessing postulated 
rigid necessity and excluded chance. Scholz’ s conception of chance 
is, however, mystical: chance, being ordained by Fate and obeying 
laws hidden to us, is ‘organic’, a complex, a connected process : 
that is to say, a causality in itself, in its own parts. This acceptance 
of chance does at least justify the construction of Otbelh^ which 
Lessing had rejected because the catastrophe hinges on the chance 
falling and fining of a handkerchief. 

The new series of plays begins with Verfauschte Seekn (1910), an 
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adaptation of a comedy of errors by Tirso de Molina^: an old 
greybeard brings to an Oriental city a magic rhyme; he that speaks 
it falls into a trance and enters any corpse he wishes to. Thus a 
beggar at the city gates roams about the stage in the king’s body, 
and the king in this beggar’s body cornmits adultery with his own 
wife. The humour is very sad. In Gejdhrliche l^iebe (191 3), an adap- 
tation of l^es liaisons dangereuses^ the unfolding of character is too 
nuanced for effective stage drama, but the psychological finesse 
makes it attractive reading. A boy just come from country to 
court is tragically contrasted with a hardened rake with his snake- 
like fascination, the 'hero’ of endless and perilous amours; and 
there is all the glamour stung with pain of the Don Juan legend, 
of the Casanova legend, in the 'hero’s’ logic - the true heroism of 
great deeds, he tells the worshipping boy, is swallowed instantly 
by death, and all one has of life is what can be snatched of it as it 
flies past. Gefdhrliche Liebe is the most satisfying of Scholz’s plays, 
probably because it is not written to the neo-classic pattern; it is 
not of course an impressionistic play ~ the intrigue is too cal- 
culated for that, and there is still that neo-classical elimination of 
imaged lyric beauty which gives hardness to the characters but 
there is an approach to impressionism in the shadowing of the 
glamour of scene and costumes by the gathering cloud of the 
Revolution, which ends the last act as the advent of a new period 
(this again a continuation of Hebbel’s technique of prophetic sym- 
bolism). Judged by strict dramatical canons the play must fail; for 
instance, one of the heroines dies of a night of love, which is hardly 
likely. That the action is complex ~ there are five protagonists -- 
removes the play from the uncompromising concentration of the 
neo-classic type to almost epic variety. Die Feinde (1917) is clearly 
inspired by events of the War: isolated attacks by villagers on 
German garrisons are transferred to somewhere in Germany just 
before Napoleon’s retreat from Russia begins; and (as in Hebbel’s 
Judith) a heroine who visits the enemy commander at night is over- 
come by her physical attraction to a strong man, enhanced by her 
revulsion from the feeble creature she was to marry. Das Her^- 
nmnder (1918) is a notable example of the miracle play, which now, 
in the progression from Hofmannsthal’s Jedermann to Max Mell, 
and in the turn to religious mysticism due to post-War pessimism, 

^ IJhtr alien Zauber Uebe (1931), Der EJebfer vm Zalamea and Das 

Leben ein Traum are adaptations from Calderon. 
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becomes popular. The playlet begins with an intensely lyrical and 
theologically admirable exposition of mystical doctrine by the 
hero, Amandus, a monk who, long ago, as a soldier in Italy, had 
a love-night with a woman and felt the depths of his being stirred 
by some vague awakening of his better nature; thereafter he 
entered a monastery, but within him still burns (more or less a 
repetition of the central motif of Der Beskgfe) love for the woman 
from whose black eyes the fire of pain had sent a kindling spark 
into his. This lovely harlot symbolizes the soul of man; she comes 
now, a penitent, to his confessional chair; and, by some spectacular 
hocus-pocus - which on the stage must thrill believers to the 
marrow! - she - the harlot! - is the Virgin Mary, whose image in 
the chapel speaks ; and the heart Mary holds in her hand she ex- 
changes for the heart of Amandus, who thereupon dies. In Der 
Wettlauf mit dem Schatten (1921), a glaring experiment in occultism 
which has had international success, a stranger visits a novelist 
and tells him that the fragment of a new novel he has read in 
public corresponds exactly with the events of his own fife; he has 
thus a double existence, that of his real self and that of his shadow 
in the novel; and the race {Wettlauf) indicates the dramatic tension 
raised by the problem whether the further experiences of real self 
and shadow will coincide; the novelist goes away to the country 
to finish the tale, and in the meantime his wife comes near to 
being murdered by the stranger, w’hom she had deceived in his 
youth. Again life and novel, by telepathy or some subconscious 
chain of suggestion, correspond. The novelist returns, pierces the 
mystery, the stranger shoots himself (as foreseen in the novel), and 
the play ends with the words Dime ! from the husband and Morder ! 
from the wife, 

Scholz’s mystical creed is foimded on the mystics he edits in 
Deutsche AI)’stiker (1908). His lyrical verse, too, is much preoccupied 
with ideas of fate and the beyond {Der Spiegel^ 1902). His verse 
collections Fruhlingsfahrt (1896) and Hohenklingen (1898) are more 
traditional in theme; Hohenklingen has a medieval background by 
the Lake of Constance. Neue Gedichte (1913) and Die Balladen und 
Kdnigsf?iarchen contain his most mature verse. His free renderings 
of medieval lyrics {Minnesangy 1917) have interest to the Germanist, 
but Scholz’s lyric note is too heavy and too thought-bound for 
the floating gossamer of his originals. As a writer of short stories 
- he began with Die Beichte (1919) - Scholz is to be classed with 
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Paul Ernst and Wilhelm Schafer as a revivalist of the short, con- 
cise Novelle; but whereas these two writers keep to a plain psy- 
chology Scholz explores the world beyond the senses, somnam- 
bulism, second sight, subconscious impulses, particularly in Das 
Zwischenreich (1919), tales of the world between sense and infinity. 
His Novellen are collected in Er^Mlmgen (2 vols., 1919) and Die 
Gejdhrten (1937). His two long novels, Eerpetm (1926) and Der Weg 
nach Ilok (1929) also belong to literary occultism. The period of 
Perpetua is the sixteenth century, and the action turns round the 
life of two twin sisters, a witch and a nun whose souls interchange. 
Der Weg nach Ilok is a tale of Silesia in the fifteenth century; the 
hero is a fanatical Catholic, a papal legate who roots out heretics 
in Breslau, conquers Belgrade in the Turkish campaign, and dies 
in a monastery by the Danube. Scholz’s miscellaneous writings are 
voluminous, and range from books of travel (Stadte und Schlosser^ 
1918; Der Bodensee^ 1920) to a collection of aphorisms (Lebens- 
deutungy 1924) and an edition of German ballads. 

SAMUEL LUBLiNSKi (1868-1910), a distinguished critic (JLiteratur 
und Gesellschaft m i$ten Jahrhundert^ the two volumes on 

die Moderne referred to above), began as a dramatist with natural- 
istic plays {Hannibal^ 1902 ; Peter von Bussland^ 1906), and made his 
first experiment in neo-classicism with Gunther und Brunhild (1908). 
This play was written (before Ernst’s own two Nibelimgen plays) 
on the lines indicated in Der Wegi^urFor/n: Gunther is a physically 
weak intellectual who prefers diplomacy to war (i.e. his weakness 
is his strength); Hagen is eliminated as unnecessary to the action, 
and Siegfried is stabbed in the back by Gunther. Kaiser und Kanqper 
(1910) has Frederick 11 and his chancellor Petrus von Vinea for 
protagonists. 

While Paul Ernst and Lublinski are non-lyrical dramatists the 
other neo-classics are distinctly lyrical, hans franck (1879- ), a 
Mecklenburger with the brooding nature of the northern German, 
has been brought to the fore as a racial and cultural influence. 
There can be no comprehension of his work without the realiza- 
tion that he is in the line of Hebbel, concerned mainly with the 
embodiment in art of ideas, and that these ideas continue Hegel 
The very form of his sonnets (Siderische Sonette^ 1920; Tellurische 
Somtte^ 1931) is Hegelian, with Sate(^ and Gegensat^ in the octet and 
l^smg or Vberwindung in the sextet; and this triple formula is 
indeed the key to all his work. All his thinking is dualistic, not of 
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course the naive contrast of qualities of Victor Hugo but an in- 
tensely philosophical and dramatic conflict of the physical and the 
spiritual; his "siderial’ and tellurian’ cycle of sonnets typify this 
periodic occupation with sky-hung ideals followed by their real- 
ization on the satisfying earth, and his dramas and tales fall into 
siderial and tellurian groups. His aesthetics can be picked out of 
his two novels Das dritte Ketch (1921; rechristened Die Stadt des 
Elias Holl^ 1938) and Meta Koggenpoord (1926). In Das dritte Keich 
a seventeenth-century sculptor goes from his native Liibeck to 
Italy, is overcome by the art of the South and flees to the North, 
and in Augsburg works at a Laicretia, His first Lucretia is a hot 
Southern dame with the will to sex and death; his second a crabbed 
Nordic being laden with earthiness ; his third an embodiment of 
North and South, form and beauty and will to truth as well, 
Jenseitigkeit and Diesseitigkeit. The dualism of naivete and cerebral- 
ism in art Franck represents by contrasting his Gedanken-Denker 
from Augsburg with a Dinge-Denker - an artisan who tirelessly 
produces; perhaps, Franck asks, there is a ‘Third Empire’, in 
which Thought-Thinker and Thing-Thinker are one? This dis- 
cussion is continued in Meta Koggenpoord^ and vre see that the 
handling of the problem in the two books is poignantly personal: 
he whose productivity has been hampered by meticulous thought 
has now, settled as he is by the shores of his Mecklenburg lake, 
found the synthesis he had longed for. His heroine Meta Koggen- 
poord is a portrait of the painter Paula Modersohn-Becker (p. 322, 
note), who painted simple things full of eternity, real things in 
which reality is transfigured. Here we have Hans Franck’s rejec- 
tion of naturalism as mere transcription of phenomena and of 
expressionism as mere preaching of ideas. The ‘Third Realm’ of 
artistic creation is this synthesis of soil and radiance, this irradi- 
ation of Sein and Schein^ this radiance which is itself the meaning 
and the interpretation of the thing. Such syncretism, too, is the 
aim of a later novel, Sebastian: Der Gotfsucher (1949), the hero of 
which, first a Catholic and then a Lutheran, renounces both these 
dogmas to dream of a Church in vrhich all that is basically true in 
all religions shall meet and fuse. Franck’s dramas are helped by 
his technical knowledge of the stage acquired as Dramaturg at the 
Diisseldorf Schauspielhaus -> he threw up this post when the Rhine- 
land was occupied by foreign troops, and settled in Mecklenburg, 
His first group of plays are siderial, Herzog Heinrichs Heimkebr 
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drama, Godiva (1919), one of a series of works on this English 
theme/ is distinguished by its skilful motivation of the ride: the 
conflict is that very modem one of the sensitive wife’s resistance 
to the sexual aggressiveness of her husband and of his insistence 
on his legal rights : here the legend and the medieval atmosphere 
merely serve to give a discreet remoteness to the actuality of the 
problem (that of Soames and Irene in The Forsyte Saga). Franck’s 
solution is in favour of the husband; which is good Nazi doctrine. 
The intention is to show that in the complicated dualism of male 
and female physical and spiritual forces repel and attract each 
other. Opfernacht (1921) more or less shadows Hebbel’s Gyges und 
sein Ring: an Indian virgin in her wedding night passes through 
experiences which waken her to woman. In the comedy Martha 
und Maria (1922) the theme is again the rights of the flesh. Franck’s 
tellurian dramas are deepened by his experiences of the War, his 
attitude to which he had defined in Mein Kriegshuch (1916). In Freie 
Knechie (1919) the third and last son is called up on a little farm in 
Mecklenburg. There is a dualism of a mother ~ represented by a 
striking drawing by Ernst Barlach ~ calling on mothers to cry with 
her: ‘Rather die than kill!’ and the counter-cry of spirit which 
wills Fate a.nd is ready for sacrifice. In Klaus Michel (1925) we have, 
in the last act, the birth of ‘the new man’. The hero - a famous 
doctor whose concern is bodies and who mocks at ‘souls’ - is 
another version of ‘der deutsche Michel’, the eternal dreamer pur- 
sued by reality; his divine nature is released by sacrifice for others 
in the War: he perishes, but his two sons find salvation on the 
land. Kan^ler und Konig (1926) is another Struensee play. Kleist 
(^933) P^ts the Prussian poet on the stage as a political agitator 
against Napoleon; he is made a mouthpiece for the specifically 
Nazi idea that poetry and Fatherland must be one. After the First 
Great War Franck was a prolific writer of fiction, particularly of 
short stories. In the nine tales of Recht ist Unrecht (1928) he once 
more uses love to bring home his doctrine of the union of oppo- 
sites : true love, since it is blood and spirit, is the bridge by which 
physical experience passes to the spiritual; love is the pentagram 
which is the symbol of mystery; embodied spirit and spiritualized 
body. Dogmatic as the thesis may seem it is illustrated by exempla 

^ Hchtenberg: TSn sitisamer Gebrauch Coventry in Warwickshire 

(^ 779 ); Josef Lauff’s novel Kigina Coeli (1894). 
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varying in mood and scene: a European woman may dissect the 
love she takes, whereas in climes where human nature is lovely 
and strange as the landscape that moulds it (as in Java) the maid 
opens herself out to love which enters and possesses her; thus in 
these tales we have a further dualism of Nordic and exotic. Stories 
built up so elaborately on ideas are apt to prove wearisome, and 
it cannot be said that Hans Franck’s long novels are an exception 
to the rule; in a short story on the other hand the significance 
given to the necessarily concentrated story may make it memor- 
able (even Mdrchen - say The Ugly Duckling - may be better for a 
meaning); and if in Franck’s Der Regenbogen (1928) the beauty of 
the idea rather spans the group than illuminates the series of seven 
times seven short anecdotes, it does stay in the memory as a 
colourful symbol of that idealism which binds earth and heaven 
over all the seven periods of German history and the panorama 
of German landscape. Zeitprisma (1932) is a collection of thirteen 
times thirteen anecdotes of a similar tendency ~ German fate and 
character are refracted in the evolutions of periods, but the prism 
is ever beautiful. The novel Reise in die Emgkeit (1934) recounts, 
looking backward from the day of his death, the life of J. G. 
Hamann, the "magus of the North’. 

Several other dramatists stand between impressionism or expres- 
sionism and neo-classicism. They are too vigorous to be classed 
as neo-romantics but not too lyrical and romantic to be ranged 
with the neo-classicists. In the work of two Rhinelanders, Herbert 
Eulenberg (born Miihlheim a/Rh.) and Wilhelm Schmidtbonn 
(= Wilhelm Schmidt aus Bonn) there is a strong personal note: 
both are inspired by their own upwelling lust of life. Eulenberg’s 
characters have a passionate greed of animal experience - they 
would live in the fire of their own wild hearts "like a salamander’, 
while Schmidtbonn’s general theme is the grasping at happiness 
and brilliance of existence of characters who refuse to be thrust 
down into the shadows. The key- word of Eulenberg is Leiden- 
schafi; of Schmidtbonn, Gluck. 

wiLHEiAi SCHMIDTBONN (i 876-195 £) has Certainly nothing of the 
cerebral planning of construction which is the hall-mark of the 
neo-classicists : he builds up, not to mathematical symmetr}^ of a 
whole but to the thrill of lyrically heightened and startling situ- 
ations. After naturalistic beginnings - the drama Die galdene Tur 
(1904) and the Rhineland stories Uferleute (1903) and Raben (1904) 
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- he broke through with Mutter handstrasse (1904), which Max 
Reinhardt produced; it gives a new ending and the mood of the 
son-father conflict to the legend of the Prodigal Son - when the 
wanderer returns his iron-cast father turns him away from the 
door: there can be no reconciliation between the world of adven- 
ture and that of duty. In Der Graf von Gleichen (1908) Schmidtboim 
questions the traditional morality of the legend of the man with 
two wives : his hero has love enough for the two, but the legal 
wife inevitably murders the Saracen woman, whereupon the Cru- 
sader leaves her to eat her heart out and rides away to the mystic 
East once more, with the squire who had been with him in all his 
campaigning — and this squire is Death. Der Xorn des Achilles (1909) 
aims at classic heights, and does certainly achieve occasional monu- 
mentality of expression. Achilles is very German - bluff and blond, 
angular and awkward; he has to learn that even a superman is 
hemmed in by other wills; his anger is like the raging sea, magni- 
ficent in its force but breaking itself against the hard rocks of fact. 
In his second handling of the Prodigal Son theme, Der verlorene 
Sohn (1915), a 'hegendenspiel* , Schmidtbonn keeps the Biblical end- 
ing; the father rejoices and forgives. Die Stadt derBesessenen (1917) 
stages the religious orgies of the Anabaptists at Munster. Der 
Geschlagene (1922) shows the marital misery of an aviator bHnded 
m the War. Die Fahrt nach Orplid (1923) is a drama of emigrants 
bound for Peru. 

It is customary to classify the work of Herbert eulenberg 
(1876-1949) as Sturm md Drang or Affektdramatik\ that is, he ob- 
tains his dramatic effects by crass sensation. But this cult of sen- 
sation is due merely to the influence of the Elizabethan dramatists : 
the outrageous happenings are the necessary expression of ab- 
normally passionate character. Not the poised conflict of two 
equally strong wills attracts him, but the conflict in the breast of 
his heroes of desite and dream with the grim hardness of reality. 
He probes ‘the most tragic and uncanny problems of humanity’, 
and magnifies bestial lusts to heroic grandeur. He depicts, in ever 
varying phases, the tragically lonely man, doomed to isolation by 
his own inhuman humanity; or the lonely of spirit, brooding on 
his own frustration and driven by the irreality of dream to lust for 
the most stinging bitternesses of reality, and for the bitterest sting 
of all - death. There is the Elizabetiban pattern already in his 
Do^nglikk (1898), with its glamour of Venice; and there is the 
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impress of Webster at his wildest in Anna Wakmki (1899). He 
calls Anna IValewski a ^ S tudentendrama" - he was twenty-three when 
he wrote it ; and certainly the style is sufficiently humhikos to re- 
mind one of Schiller’s Die Kdnber, particularly at the end, where 
the hero sets off to join the bandits. In the preface to the revised 
second edition Eulenberg states that the diction is stylized to 
reveal in every sentence ‘horror’ (it is significant that he uses the 
English word) at the flat language of common life ; the hair-raising, 
however, comes not so much from the burning strangeness of 
language - in which the play is enwrapped as in the shirt of Nessus 
- as from the subject-matter: this is double incest, that is, incest 
which differs from the Cenci story with its violation of the female 
in that daughter-complex and father-complex meet with equal 
flame. There is dramatic power in the characterization of the 
father, the ‘lonely lion’ whose demonic power stands as a symbol 
for the suppressed heroism of the Polish nobles as well as for the 
revolt against the moral law; and the gloomy Polish castle hid in 
its wet woods where wolves prowl is a fit setting for the unnatural 
crime. Munchhausen (1900), with its glorification of the legendary 
liar, is a denial of naturalistic truth: there is the mood of Cyrano 
de Bergerac, of the poet who rises to beauty in the frantic fever 
of his dreams, in the lyric inventions of this Hanoverian junker. 
RifferBIatihart (1905), a ^ Mdrchenspiel\ challenges comparison with 
Tieck’s and with Maeterlinck’s plays on the same theme. There is 
a Shakespearian blending of comic and tragic, particularly in the 
funeral scenes, but through all the play quivers the mental torture 
of Bluebeard because women remain a mystery to him: what were 
their dreams of love before he gave them the reality of love ? In 
Simson (1910) the demonic character of the hero is a symbol for 
the artistic temperament enslaved by sex: Samson is a man of 
men, but his love for Delilah levels him to a beast thirsting for 
water in the desert. Die Insel (1919) is yet another attempt to re- 
create the mood and story oiThe Tempest d Parallel with these lurid 
studies of demonic natures goes a series of obscenely witty or 
strangely romantic comedies or tragi-comedies. Der naturliche Vater 
(1907) delighted Wedekind, (1922), clearly influenced 

by Sternheim’s 2siti-Burger literature, has literally the construction 
of a Sturm und Drang play; it is full of the humour of the brothel. 
After AJ/es um Geld (191 1) Eulenberg scored his first stage success 

i Seepp. 33, 38. 
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with Belinde (.1912), a very original handling of the Enoch Arden 
theme. Belinde has married for love, but her husband is poor, and 
he loves her so much that he leaves her for ten years to make his 
fortune. It is in keeping with his character that he does not write; 
but he is sure of her fidelity. Her starved senses, however, yearn 
for love, and she gives her heart to a boy, who, moreover, is 
wealthy. But on the eve of the marriage the lost husband - he has 
officially been declared dead - returns. The lover agrees to an 
American duel; he loses, and shoots himself. The whole force of 
the drama is now put into the conflicting feelings of Belinde. She 
loves her returned husband and longs for him, but she shoots 
herself for very shame. The action might be sordid, but there is a 
transposed Elizabethan mood of mystery over it: the characters 
move like ordinary beings, but over volcanic passions. As a writer 
of short stories Eulenberg aims first of all at the ‘merhorte Begeben- 
beit’ of the Falhiitheork. His Sonderbare Geschichten (1910) are in the 
line of E. T. A. Hoffmann, though the mystery is pathological 
rather than suprasensual: there is a duel between women; an old 
shepherd loves and fondles under the moon a beautifal female 
corpse he has found washed up naked by the river ; a man of model 
behaviour must every three weeks or so have a Heliogabalic night; 
a good peasant lad defiles an image of the Virgin; an old scissors- 
grinder drinks the blood of all the cats he can catch. Very curious 
is Das Gehetmnis der Frauen-, it is a transposition to our own days 
of the Psyche and Amor or Melusine motif. Others of the tales 
belong to the genre of Anekdoten in Wilhelm Schafer’s sense, but 
without Schafer’s dull didacticism - there are such episodes (inter- 
pretative of the man, not of some moral implication) as Schopen- 
hauers Gelkbte., Warum Gottfried Keller nicht heiratete, Gleitn und die 
Kars chin (this tale is delightful Rococo!). Platens letc^e Liebe comes 
close in theme to Thomas Mann’s Tod in Venedig. The tale of 
Schiller’s wooing of two sisters has the implications of the FJie c(u 
Dritt. The use of the Melusine motif - the inhibition to the hus- 
band of access at stated times - is used in another tale to symbolize 
monthly periods. The outrageous picture of Lesbian love in Der 
Maler Rs^’ski adds another to the studies in the period of this 
pathological theme. The novel Katinka, die F liege (1912) revives 
the satirical valuation of romantic love in Fischart’s sixteenth cen- 
tury Fldhbai^, Weibertratt^. 

The dramas of eduard stucken (1865-1936) are perhaps rather 
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completely romantic than neo-romantic, for he finds his themes 
for the most part in the age of chivalry and keeps its romantic 
trappings and sentiment; indeed, in his colouring and metrical 
dexterity he is both a Tennysonian and a Pre-Raphaelite. Instead of 
the congenital morbidity of the neo-romantics he has the morbid 
sensationalism of the occultists ; where he touches the neo-classicists 
is in his elaboration of symbol. Between 1902 and 1916 he wrote 
a cycle of plays which he loops together as Der Gra/; for these he 
devised a strange dramatic metre by adapting the Nibelungen 
strophe. In their period these plays surprise by their ascetic note; 
if Stucken were a greater poet one might call him a spiritualized 
Tennyson; from Tennyson certainly he takes over the pretence of 
heroic purity. The prelude to the cycle, though it did not appear 
till 1 91 3, is Merlins Geburt, The first in date was Gawan (1902), the 
central idea of which is that the saintly hero is tempted, as Job 
was, by the devil. The dramatic problem is loosely grasped: the 
play is a confused blend of the medieval pacts with the devil, in 
which the sinner is saved by the direct mediation of the Virgin, 
and the modern Pfi'chMrama; but the Virgin herself acts by ar- 
rangement with Death or the Devil as a decoy, not, however, as 
in Wilhelm von Scholz’s Das Hereunder as love that yields, but 
because she knows Gawan cannot succumb to the call of the flesh ; 
that is, logically she saves, not a repentant sinner, but one who 
cannot sin; and, though Gawm first shrinks from death and then 
faces it, it is ‘purity’ and not the idea of duty w^hich is put forward 
as the theme of the play. In the longrdrawn-out temptation scene, 
heightened by fleshly tints and fainting rhythms (Marie, bending 
over Gawan as he lies in bed, clings to his lips with a vampire’s 
kiss and meshes him in the net of her golden hair) the dualistic 
argument between chastity and sin rolls to and fro. Stucken's 
source was Jessie Weston’s version of the Middle English poem 
The Green Knight. The Grail plays culminate in Lancelot (1909), in 
which the hero’s love for Ginevra and Elaine symbolizes the dual- 
ism of self-expression and renunciation. Asirid (1913) handles the 
Brunhild motif in an Icelandic setting ; with Die Geseilschaft des 
Abbe Chateameuf we come to Ninon de I’Enclos again. Stucken is 
known internationally by his historical novel Die weissen Gotten 
(1918), the first of a long series of such presentations of history 
which rely for appeal as much on sensational sex episodes as on 
the coloration of histor}^ The novel shows Stucken’s familiarity 
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with the medieval verse epics : the mass of it has the motley multi- 
fariousness of exotic adventure of the Kifterepos and is shot through 
with decadent crazes such as brother-and-sister incest, the sex 
appeal of a hermaphrodite, a black mass sadistically detailed (one 
of the most perversely elaborated episodes in the often lurid litera- 
ture of the period). There is dovetailing with Gerhart Haupt- 
mann’s Mexican play; and indeed Hauptmann is credited with 
having delved into the novel rather than into Stucken’s source, 
Prescott; and this should hold good of Indipohdi as well. The dif- 
ference from Gerhart Hauptmann’s picture is that the sympathy 
is altogether with the Spaniards: they are brutal, but they are 
Christians; indeed the chief interest of the book lies in the heaped 
horrors of the sadistically pictured heathen practices of the Aztecs : 
e.g. a prince is forced to eat his slaughtered wife’s organs. As in 
Gerhart Hauptmann’s Der weisse Heiland the coincidences of Mes- 
sianic and Aztec legend are brought out. L.arion (1926) depicts the 
turbid religious psychosis of old Russia; since Stucken was born 
in Moscow the data of the novel should have authenticity, but the 
interest, as in Die weissen Gotter^ is in religious sadism - here we 
have the Satanic cult of a sect who castrate themselves. Im Schatten 
Shakespeares (1930) describes the London of James I. Giuliano 
(1933) belongs to the Renaissance craze. 

The neo-classic programmatic chastening of form does not 
appear more in the drama than in the Novelle, and here Wilhelm 
Schafer and Rudolf Binding take equal rank with Ernst and Scholz. 
WILHELM SCHAFER (1868-1952) has pleasantly told the story of his 
ancestors in Mjeine Eltern (1937) and his own story in Debensabriss 
(1918) and MemLeben (1934). As a delineator of his native Rhine- 
land he belongs, though loosely, to Hetmatkimst\ while resident at 
Diisseldorf at the beginning of the century he edited the journal Die 
Rheinlande. He was, to begin with, an elementary school teacher, 
and his insistent didactic note derives perhaps from the peculiar 
saturation with the teaching microbe of this vocation.^ His style 
shows the professional grammarian’s command of sentence-build- 
ing, but he eschews what he considers to be unessential graces 
such as mood-painting. He has the medieval conception of the 
story-writer’s technique that not the mental life of the characters 
but the events they experience should hold the interest of the nar- 

Other elementary teachers of the period are Otto Ernst, Hermann Stehr, 
Heinrich Sohnrey, Friedrich Griese, Use Frapan, Hermann Claudius. 
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ration, and therefore it is not sxirprising that he should have made 
a speciality of what is a medieval genre, though he is no doubt 
justified in his claim that he schooled himself on Johann Peter 
Hebei’s Schat^kdstleim his Anekdofen^ are miniature stories much 
as are to be foimd in sixteenth-century collections of facetiae such 
as Kirchhoff’s Wendmmut^ to which Paul Ernst acknowledged his 
debt. The modern element Schafer adds to the genre is that of 
patriotic selection: his aim is to show the heroic qualities of the 
German race in episodes from the lives of its famous men or from 
general types of German. This racial bias, of course, explains the 
tendency to over-estimate him in the Na2i period; an impartial 
judgment would deny him more than the rank of a popular story- 
teller but acknowledge the academic interest of his re-creation of 
the Anekdote, For this his mode of composition, as stated by him- 
self, bears analogy to that of the neo-classic dramatists: he takes 
a known story, his (and therefore fertility of imagination is 
not to be expected), and restores the bare lines by stripping off all 
accretions till nothing remains but the decisive action (^die 
scheidung^)^ which corresponds to the catastrophe in a tragedy; and 
this he heads and tails with the shortest possible approach to it 
and a hint of what is to follow, morally spiced either by way of 
introduction or dismissal of the theme. What is needed in such 
a genre is the power of swift characterization, so that not the 
event so much as the victory over the event by the character 
should remain as pattern and example in the reader’s mind. The 
schoolmaster’s determined inculcation of virtue is yet more glaring 
in Drei^ehn Bucher der dents chen Seek (1922), which (written in a 
period of national despondency) proclaimed a sturdy faith in racial 
excellence and proved this to exist in the great men and the great 
events that have shaped the destiny of the Germans from Nordic 
myth to the mistakes of the present, Schafer was a pioneer too in 
the field of the vie romancee\ but here his purpose is still educa- 
tional, In Lebenstag eines Menschenfreundes (1915) he quietly tells the 
story of Pestalozzi, while in Karl Stauffers Lebensgang (191 1 ; a fic- 
titious autobiography of the Swiss painter Stauffer-Bem), Winckek 

^ Deutsches Anekdotenbucb, edited by Paul Alverdes and Hermann Rmn 
(1938), is an anthology of short stories in the sense iadicated. The first volume 
of Schafer’s Anekdoten appeared in 190S ; this and the foilovring volumes were 
collected in Anekdoten (1926); a further volume is Wendehreis neuer Anekdoten 
(1957). School edition, ed. Karl W. Maurer: Die Anekdoten vm Wilhelm Schafer 
(London, 1938), 
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mamsEnde (1925), Holderlins Einkehr (1925), and Die Missgeschickten 
(1909) he does his bit for the Kiinstlemovelle. There is still more of 
his own earnest self in his nav&lHuldreichZwingli{i^z€), his tribute 
to the Swiss reformer. His genial Rhineland humour comes out 
in his novel Der Hauptmann von Kopenick (1930). The short stories 
Die unterhrochene Eheinfahrt (1913) and Anckemanns Tristan (1936) 
have more invention. 

There is no reason to think that modernity of outlook or of 
vision is necessarily bound up with irregular form; there are in- 
deed a group of poets - we may call them traditionalists or neo- 
classicists or neo-Hellenists - who express the moods of today in 
classically chiselled moulds (Rudolf Borchardt, Felix Braun, Josef 
Leitgeb, Hans Leifhelm). But there are likely to be subtle modula- 
tions of rhythm which reveal a new relation to nature (Wilhelm 
Lehmann) or to social problems (F. G. Jtinger) or even to religion 
(R. G. Binding, R. A. Schroder, Josef Weinheber). 

RUDOLF GEORG BINDING (i 867-193 8) was bom in Basel as the 
son of a famous father, the professor of criminal law, Karl Binding. 
He read law at Leipzig, and turned from this to medicine, again a 
vain study; what made him, he says, was riding. He had been fond 
of horses from boyhood; and he sings their praises in his Eeitvor- 
schrift fiir eine GeJiebte (1926): riding, he says in this prose poem, 
disciplined and steeled him, taught him patience, the love of all 
that is untamed. Plis love of sport comes out again and again in 
his fiction: riding and swimming in Opfergang, fencing in Die 
Waffenbruder. At forty there was a psychic crisis in his life; resi- 
dence in Italy saved him. A visit to Greece put the finishing touch 
to his transformation; here he realized that great art is timeless 
and ever near to men, ‘TOJahrbafte Gegenwdrtigkeif . The final phase 
of his mental growth was the War, through which he served as 
m officer of dragoons; his experiences he related in AusdemKriege 
(1925). Binding s lyric verse (Tage^ -Ausgewdhlte md nem Ge- 

dichte, 1930; pie Gedicbte. Gesamtausga.be, 1937) is for the most part 
uncornpromisingly traditional; it gives distinguished expression 
to a distinguished personality; but there is no marked note of 
originality, though imitation - particularly in the War poems - 
ot contemporary experiments in rhythmic notation may give the 
illusmn of hyper-modernity. His War poems - collected in Stoh 
(1922) - have the sad resignation and the manly forti- 
tude that broods m the bent gaze of his post-War portraits. For 
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all their lack of spontaneity they have a certain effectiveness ; there 
is for instance a leaden tone and the helpless horror of a nightmare 
in Ijet^te 'Kekruten : "Sie nahen schon den andern Toten, | den stummen 
blassern grossern To/en^; they come in wave on wave, with bent gaze, 
drawn by the dead who have gone, wave on wave, before. It is as 
a short story writer that Binding is likely to survive. His 'legends’ 
and Novellen have the restraint and the objectiveness of the neo- 
classic pattern. The peculiarities of punctuation show some affinity 
with Stefan George, but the narrative style, though over-refined 
and perhaps even anaemic, is clear and smoothly insinuating ; the 
too level rhythm glides along like a silk ribbon which fondles but 
does not grip. His Legenden der (i 909) contrast life and religion, 

to the advantage of Diesseitigkeit; he thus shows himself the pupil 
of Gottfried Keller, and indeed these legends directly continue 
Keller’s anti-religious Sieben 'Legenden. The literary purpose of both 
Keller and Binding is to show that the Christian conception of 
chastity is inhuman, and that life is only in love and marriage. 
These ironic stories are thus legends reversed, or (paradoxically) 
pagan legends, with the Christian paraphernalia humorously and 
almost lovingly tinged with comic effect (as they are, though un- 
consciously, in certain medieval Marknlieder). Binding achieves 
delightful effects by aping Baroque language in his description of 
the administrative routine of Heaven: he devises sentences like 
blown-out bags, and sumptuously paraphrases the vacuous ver- 
bosity of supreme authority. Keuschheifslegende plays gracefully with 
the medieval idea^ that a maid’s chastity is a shirt stronger than 
steel mail; and with the modern idea that it burns more fiercely 
than the flames of Hell. Die Geige (1911) is the first collection of 
Novellen proper. Of these Die Waffenbruderis a supple combination 
of the Miles Standish-John Alden motif with that of the taming 
of the shrew and of the taming in the darkness of Brunhilde by 
Siegfried on behalf of Gunther; the period is that of the Franco- 
Prussian war. Angelucia^ which shows the influence of Gerhart 
Hauptmann’s Hannele and Der arme Heinrich^ belongs to the litera- 
ture of the eroticism of puberty {PubertdtserotiH). In Der Opfergcmg 
we have again that contrast - an obsession with German writers - 
of the passionate southern woman with the cool, good German 
dame of the North. Really it is the same story as Keuschheifslegende i 
in both tales saintliness is equated with sexual coldness; a cold 
^ Gottfried’s Tristan^ 11 . 1 28 1 5 ff. ; Hugo von Trimberg’s DerRermr, 1 . 1 
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woman, however beautiful she may be, repels ; she is safe, but 
abandoned. 

With Binding as a neo-classic stands rudolf Alexander Schro- 
der (1878- ), a Bremen man; or rather, since in his earlier years 
he uses Greek metres, he is a neo-Hellenist. Schroder has con- 
siderable historical importance; for instance, as co-founder of the 
journal Die Insel; and he has in recent years been loaded with 
honours from all quarters. He swept all before him when, as the 
greater poets of his generation passed away, he continued his mass 
production and established himself as a facile translator: Homers 
Odyssee^ 1^10; Die I/ias, i^4yy YkgiVs HiriengedicHe, 1924; Horace’s 
poems, 1935; also translations of Shakespeare, Pope, Aubrey 
Beardsley, T. S. Eliot; translations of Moliere and Racine and of 
Dutch and Flemish classics. Above all he is recognized, after his 
rebuilding of the hymnal lyric of Paul Gerhardt and Paul Fleming, 
as - literally - the laureate of the Protestant community. His more 
personal lyric work ranges from Unmut (1899), Hieder an eine Ge- 
liebte (1900), Elysium (1905), Gesammelte Gedichte (1912), Deutsche 
Oden (1914; patriotic verse, with a note of warning in the fear of 
war), Heilig Vaterland (1914; weak war verse) to the religious verse 
of Widmungen und Opfer (1925), with its turning to a Protestant 
mood, Mitte desLehens (1930), Die Ballade vom Wandersmann (1937), 
Der Mann und das ]ahr (1946), Weihnachtslieder (1947), Alten Mannes 
Sommer (1947). Die weltlichen Gedichte (1940) collects his secular 
poetry. Die geistlichen Gedichte (1950) his religious verse. The story 
of his youth is told in Der Wanderer und die Heimat (1931) and Aus 
Kindheit und Jugend (1934). His attitude to religion is enunciated in 
Zur Naturgeschichte des Glaubens (1936), while Dichtung und Dicbter 
derKirche (1936) has importance for hymnology. Aufsdt^e und Reden 
(1939) deal with translation problems and include essays on Hof- 
mannsthal, Rilke, Binding, and other friends of his. As a neo- 
Hellenist and translator R. A. Schroder has a rival in thassilo 
VON SCHEFFER (1873-1951): Aristophanes, 1924; Hesiods samtliche 
Werke^ ^ 940; Virgil’s Aeneis^ 1943 ; Homer’s Ilias^ 1947 andO^^j'ri?^, 
1948; Grid’s Metamorphosen^ 1948. There is a fund of Greek 
scholarship in his re-creations of Greek myth and legend: Die 
llyprien (1934; in smooth hexameters) and the prose volumes 
Helleniscbe Mysierien und Orakel (1940), Griechische Sagen (1947)- His 
lyric work {Die Gedichte, 1947; Das lyrische Werk, 4 vols., 1947) 
teaches post-war poignancy in Wende und Wandlung (1947). 
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THE NOVEL 
OF IMPRESSIONISM 


T here is no clear cut between the naturalistic novel and the 
impressionistic novel. The transition is gradual j with some 
writers there is no complete break, and with others what 
really happens is that they continue the poetic realism of the pre- 
naturalistic period, though with a more literal conception of realitj’. 
Taking the later phase of novels en masse, what remains in them of 
the naturalistic programme is that the milieu may still be presented 
in detail; this, however, is no longer wearisome. The Milieuroman 
merges into the Charakterroman, the difference being that while in 
the former the milieu swamps the characters in the latter the milieu, 
though still emphasized, serves as a background against which 
the characters stand out in vivid relief, and that these characters, 
instead of being the chemical product of the milieu, dominate it. 

Typical of the change-over is the work of eiiil strauss (1866- 
1956). A Swabian from Pforzheim, he gravitated to Berlin, and 
there moved in Gerhart Hauptmann’s and Dehmel’s circles; that 
is, in close touch with naturalism. Then he migrated to Brazil, but 
returned to Germany, and turned farmer in the Schwarzwald near 
Freiburg. He thus acquired a fimd of experience which the doc- 
trinaire naturalists - encysted in theories - cannot lay claim to. 
And experience shapes his heroes as it shaped him; they plunge 
into life, go wrong, make good, and so can face up to whatever 
fate may bring. This heroic conception of life is the direct opposite 
of the surrender to fate or rather to environment and mental state 
of the naturalists. Moreover, this development of character is 
altruistic: ‘Pa kcmnst die Welt nur vollenden,^ Strauss says, ‘indem du 
dicb vollendest.^ In addition Strauss as a Swabian brings to his fiction 
Swabian Gemut and a certain leisureliness of narration. He re- 
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peatedly gives impressions of Brazil (in his drama Don Pedro as in 
the short stories of Menschenwege and Hans und Crete ^ and elsewhere), 
but quite simply - what exotic impressionism is can be seen at a 
glance by comparing his Brazilian pictures with Dauthendey’s des- 
criptions of Mexico. His novel DerEngelwirt (1901) is made up of 
old-fashioned irony: a Swabian landlord has no boy by his wife, 
and tries for one with the servant, Agathe; but she presents him 
with a daughter! He emigrates with Agathe and the girl to Bra2il, 
where Agathe dies, and where he is cheated of all he has. A sadder 
and a wiser man, he returns to home and wife; and the point of 
the story is that this good woman, whose character is finely drawn, 
welcomes him. The next novel, Freund Hein (1902), created a sen- 
sation; not, however, because it was a literary masterpiece (it is 
far from that), but because it was an attack on the examinational 
tyranny of German secondary schools. As Anklageli ter afur it should 
be naturalistic; but Strauss just tells the story, and lets the accusa- 
tion emerge from the facts. There is rather impressionistic than 
naturalistic consistency in the psychogrammatic notation of a boy’s 
mental torture. The hero is Heinrich Lindner; in local pronun- 
ciation he is Heinerich, Heiner for short; but Trexmd Hein’ is a 
euphemism for Death. He is the grandson of a virtuoso on the 
violin, and the son of a lawyer who, in his own green youth, had 
been addicted to music, but had forced himself to relinquish this 
passion because it interfered with his legal studies. He expects his 
son, who has this hereditary gift for music, to practise the same 
self-control; but in Heiner the gift amounts to genius. He is al- 
ready a composer, and do what he will he cannot tear himself 
away from the passion of his soul. He is physically incapable of 
reaching the required standard in mathematics, and is refused pro- 
motion to the 6th form. Desperately he shuts himself up, and 
grinds away at this detestable study - in vain; and when in the 
following year he is again refused promotion to the higher class 
he shoots himself. The discussion is twofold: the school motto, 
non scbolae sed vitae discimus, is shown to be arrant humbug: the 
pupil is relentlessly sacrificed to the school, while individual bent 
and capacity are ignored. Actually Heiner is already a first-class 
musician, and the leaving certificate is not essential to him. The 
second theme is the tyranny of father over son; and this particular 
father, though he is as good as gold, is hopelessly incapable of 
seeing that his belief in the character-forming virtues of school 
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discipline is sheer idiocy. Life, not school, forms character, is the 
moral of Strauss’s work generally. As a contrast to Heiner - the 
German dreamer in the cruel grip of life - there is the figure of an 
active rebel, a boy poet who has read Darwin; he has been ex- 
pelled from one school, and scamps the dull routine of the second 
simply because it is too slow and pedantic for his quick and 
practical mind. This boy will surmount his fate. In Kreu^ungen 
(1904) the way to a true life is opened out; the hero throws up his 
post to live, without marrying her, with a girl who is pregnant by 
him. But passion fades; and when the girl realizes that merely a 
sense of duty is chaining the man to her she makes way, wdth 
cool determination, for another woman. Love is a hard test of 
character; what matters is not the wrong sort of experience, but 
the will to get over it. Der nackte Mann (1912) is a historical novel 
of Strauss’s native town of Pforzheim; the theme is the struggle, 
at the beginning of the seventeenth century, between Calvinists 
and Lutherans. Das VJesenspiel^eug (1935), with its anti-Socialist 
and anti-Marxist virus, belongs to Nazi Blut- md Bodenliterafur, 
The ‘giant toy’ is a farm in the Black Forest, and the hero turns 
from the culture of the schools to the nation-serving life of farm 
and field. Strauss’s Novellen have readability [Menschenwege^ 1898 ; 
Hans und Crete, 1910; Der Schkier - by common consent a master- 
piece -- 1931). 

It is customary to pair Emil Strauss with Hermann hesse 
(1877- ). Both are Swabians - Hesse from Calw in Wiirttemberg; 
and both are vagabonds in sunny climes — Hesse is almost as 
Italianate as Paul Heyse or Isolde Kurz. He also to begin with 
shows the impress of pre-naturalistic models (e.g. of Gottfried 
Keller in the irony of Veter Camens^ind and the first two collections 
of Novellen) ; here, however, the radical difference between Strauss 
and Hesse emerges — whereas Strauss hammers his characters out 
of hard dramatic experience Hesse, who has the morbidity of the 
true neo-romantics, dreams his characters into soft lyric moods 
and leads them gently through pain and pleasure to the peace of 
death. Moreover, Hesse develops — his later novels are finely philo- 
sophical and psycho-analytical ; while Strauss remains the preacher 
of salvation by hard knocks. Strauss ends as a purveyor of Nazi 
doctrine; Hesse in later years was treated, somewhat gently, as a 
diseased and spineless Nordic who uses that Jewish infamy of 
psycho-analysis to imdermine the samty of his race. 
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Hermann Hesse began with an ironical analysis of the artistic 
temperament: Hinterlassene Schriften md Gedichte Hermann Lamkrs 
(i 901), and followed this up with a kind of inverted Kunstlerroman: 
'Peter Camen^nd (1904); the artist divests himself of his artistt}?- 
and levels himself to the humdrum existence of the ordinary mortal; 
here we have, not (as with Thomas Mann) the contrast with the 
tortured mentality of the artist of the happy normal being, but a 
sheer decadent surrender of personality. At least on the face of it: 
an ironical treatment of the glorification of the artist {Kunsfler- 
verhimmelm^) may be the undertone; or, more likely, persiflage of 
the author’s self. Hesse was the son of a missionary, and he was 
sent to the Protestant Theological College at Maulbronn^ to be 
fitted for the same calling. Actually he earned his living for a time 
as a bookseller. Like Peter Camemzind he was a scholarship boy who 
failed in his calling and found himself again by lake and mountain 
as a child of nature. Peter Camenzind returns to his native Swiss 
village of Nimikon; Hesse too elected to live in Switzerland, 
though not till 1912; previously he had lived at Gaienhofen on 
the Lake of Constance. In \Jnterm Rad (1905) the autobiographical 
element is glaring: the hero goes from Calw to the Seminary at 
Maulbronn, breaks down under the strain of study, is sent home 
ill, and drowns himself. As in Strauss’s Freund Hein - which may 
have influenced Hesse - the school system is blamed for the lad’s 
martyrdom; in both novels there is a ring of reality in the gentle 
unfolding of the process of mental exhaustion. In the following 
novels the psychology deepens gradually. Gertrud (1910) has a 
musician for hero, and tells a tale of marital failure and of fading 
skill. 'RjDsshaJde (1914) is finely psycho-analytical. Veraguth, a fam- 
ous painter, lives at Rosshalde, his country estate, but in an atelier 
in the grounds, while his estranged wife lives in the mansion, 
Man and wife meet for meals only. There are two sons : one, at 
the umversity, takes the mother’s side (Sohn-Vater-Kampf); the 
other, Pierre, is a child. Veraguth would separate from his wife if 
she would let him have Pierre, all that remains to him in life except 
his work; but this she will not agree to. This state of affairs is 
revealed to an old friend, a mbber planter in the Far East, who 
spends a holiday at Rosshalde; he by cautious questioning probes 
the painter’s state of mind, and shows him where healing might 

^ Vliere Hdlderlin studied before proceeding to the higher Seminar7 at 
Tubingen. 
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lie - in separation, even at the price of relinquishing Pierre. The 
boy dies of meningitis, and the painter is free to go to the blazing 
tropics (where there are lovely native women to paint - and 
love . . . ) with his sun-burnt and happy friend. The problem - 
whether love for a child should chain a man to a hard wife - is 
the same as that of Ricarda Huch^s Vita Somnium Breve^ but there 
is more verisimilitude in Hesse’s picture of the suffering husband, 
who, immured in loneliness, lives doggedly on in the hypnosis of 
resignation, in illusory contact with a wife who has never had any 
feeling for his needs. Domiciled now in Switzerland, a hotbed of 
psycho-analysis, Hesse was himself treated by a pupil of Jung, 
when he fell ill as a result of mental stress during the War; he then 
wrote a series of typically psycho-analytical novels. Fjiulp (1915), 
the story of a vagabond lover, ranks with its description of Wan- 
derqual as closely related to the substance of the great novels and 
reflects what may be interpreted as Hesse’s own abandonment of 
the masculine principle of hurgerlkh for the feminine principle of 
the nomadic life and Bohemian freedom (see also his poem Auf 
der Keise), In Klein und Wagner (1919) the schoolmaster Wagner 
murders his wife and children and Klein is conscious that in his 
heart of hearts he approves the deed; Klingsor in K/ingsors let^ter 
Sommer (1920) is similarly convinced, as he goes his way den 
Muttern, that all feelings, even cruelty, are good because they are 
stirrings that lead to a reversal of personality and a renewal of self. 
In Demian (1919) - as in Friedrich Huch’s Mao (1907) - there is a 
minute delineation of states of adolescence as determined by the 
uprooting which school life means and by the chemical changes 
in the body before and after the shock of puberty; the psycho- 
analytic probing through a blanket of occultism reveals the tw^o 
worlds of a boy’s mind, the world of parents, home, and duty, 
and the luring forbidden world of mystery which begins with the 
servants in the kitchen and stretches out to drink and girls and 
bold ideas that frighten at the first impact and then grow familiar 
as friends ; they who domineer in this other world are those with 
the mark of Cain - this, as it turns out, is merely the sign of 
superiority in strong faces which the inferior Abels feat. The 
(Byronic) fascination of Cain is in the face of Demian ( ? demon), 
the school friend of the hero Sinclair^ ; rumour has it that Demian 

^ Hesse signed thk novel with the name of Emil Sinclair. Sinclair is the 
name of Holderlin’s friend. 
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and his mother live as lovers. The kernel of the book is the con- 
ception of the mother: of her a boy has two images, one physical, 
the other ideal; in this novel the ideal image is transferred to 
Demian’s mother, to Trau Eva’, i.e. any mother, the mother of all; 
and the story ends with a promise that she will come to Sinclair 
when wanted - incest in symbol, since Sinclair and Demian are 
respectively the timid or angelic and the aggressive or demonic 
aspects of one character. The conception is a daring and delicate 
symbolization of the all-folding, cradling function of motherhood 
and motherliness : that creeping to breasts is one instinct in child- 
hood and maturity, and in a woman’s embrace man is always a 
child; any child’s mother is his wife to be; any man’s wife is his 
mother and ideal, whose brooding face has called him from the 
deeps to her bosom; ‘mother’ is alpha and omega, the far foxmtain 
spring and the vast safe harbour of love. The new morality in a 
world now breaking in pain through the shell must (as music does 
already) harmonize the two worlds, sundered at present by con- 
vention: love -1- sex, mother -f vampire, man -l- beast, God 4- devil, 
Siddhartha (1922) is permeated with the Indian quietism with which 
Hesse had made himself familiar when, in 19 ii, he had fled 
from '‘die VerrohungmsererKultur^ to India. The novel is an attempt 
to weave what is on the face of it Indian philosophy, but is in the 
heart of it a considered Bolshevization of morality, stage by stage, 
into the story of a boy’s relations to his father and the world. 
Siddharta is the completion of Demian*. as in Demian one person- 
ality is split into halves (angel and demon), so it is in the later novel 
into the ever-seeking Siddharta and his friend Govinda, who is 
obedient to doctrine (heterodox and orthodox). In Demian boy 
moves ever nearer to mother as the centre of emotion; in Siddharta 
boy moves ever farther away from father, for a boy’s experience of 
life is newer and therefore more true than the faded experience 
of a father; in mother boy surrenders self, for love absorbs all to 
create anew; he finds himself away from father (the son-father 
motive of expressionism explained by psycho-analysis). The hero 
of Hesse’s novel Der SteppetmolJ (1927), Harry Haller, an artist, 
calls himself The wolf of the steppes’ : the steppes are the wastes 
of existence in which the artistic temperament is shut out from 
the peace and comfort normal beings enjoy (the smell of furniture 
polish which he sniffs as he passes the first-floor flat on his way to 
his lonely attic rooms reminds him of the lost world, the world of 
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mahogany, early rising, duty, mother). There can be no harmony 
when one is two, wolf and man, with the wolf snarling at the man. 
The man loves Mozart, poetry, ideals, peace; the wolf has wild 
urges, but in the higgledy-piggledy of society the wolf is penned 
with the sheep (the genius lives in contiguity with an alien crowd, 
and must adapt himself - or be slaughtered). Really one is more 
t lian two : personality is divided into chess-pieces : the individual 
has a multiple personality, he is wolf, tiger, monkey, bird of Para- 
dise, and these are suppressed by wolf as wolf is suppressed by 
Burger. Hermann, the friend of Haller’s youth, is Hermine, who 
casts over him the spell of the hermaphrodite; she (he) is also the 
fresh and uncrumpled Pierrot with whom he dances. The mystic 
union of joy is the merging of personality in the mass : a fox-trot 
ming les us in a mass and makes us one. Haller is shown a mirror 
in which he sees himself as Haller and wolf of the steppes, each 
trj'ing to devour the other: he is told that in order to extinguish 
the reflection he has only to laugh at it (humour begins when we 
learn not to take ourselves seriously). The novel ends in a medley 
of interfused symbolic craziness, like a film in which one picture 
is shot through another. There is a Magic Theatre, admission to 
which is by a trifling suicide; the doors of the closed boxes bear 
the legend: 'Alle Madchen sind dein: Einwurf eine Mark’ (=all the 
girls I love are mine, for spirit pierces spirit). Mozart (a genius 
who — pigtail and girlish grace and Rococo — had harmonized the 
artist’s and middle-class life) turns somersaults and plays trills with 
his heels; Haller pulls Mozart’s pigtail, it lengthens, and carries 
Haller into icy space. Mozart appears again in evening dress, tin- 
kers up a wireless set, and remarks that radio, though it projects 
music where it does not belong, does not destroy it: as radio 
cheapens the sublime, so does life in this Magic Theatre ( nur fur 
Verruckte’') of the world : the lesson is to laugh at it, not destroy it. 
With this consoling thought - ‘the gallows humour of life’ - 
suicide is not necessary. Hesse’s next novel, Nanfss und^ Goldmund 
(1930) is perhaps his masterpiece; it is at all events fascinating 
with its soft rhythm and its patient unravelling of psychic compU- 
cations. Here again we have the old German progress from tump 
to nds% the result is the proof, not that cloistered purity is ihe divine 
ideal, but that the life of the senses as much as the ascetic s flight 
from reality is service to the divine purpose — all ways lead to God. 
The dualism of edstence is interpreted as a conflict of the paternal 
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and maternal principles : paternal is the urge to abstract thought 
and the contemplative life; maternal is the tyranny of the senses. 
But only the maternal principle is creative; the paternal and there- 
fore hard and masculine principle interprets - and should guide - 
its weak and pathetic contrary, the thinker 'obsessed with fine 
distinctions". Thus Nar2iss is guide and mentor, and unselfish 
lover, of Goldmund, nature’s darling, the doomed voluptuary 
and poet-dreamer; we first find them together as novices in a 
medieval monastery, and even then Naraiss by patient questioning 
reveals to Goldmimd his own inner nature. Nar2iss rises to be 
Abbot of the monastery; Goldmund, sent out to collect herbs on 
the moors, is initiated by a nut-brown gipsy; he disrobes her, 
and discovers beauty. Thereafter his life is that of the wandering 
scholar; woman after woman gives herself to him (^die Wether sind 
so gierig ') ; characteristically the only one who turns contemptu- 
ously aside from his bloom and beauty is a Jewish girl whom he 
finds strewing her raven hair with the ashes of her father, whom 
the Nordic Christians of Germany have burnt by the wayside; he 
knows she will be sei2ed and violated, for she too is a lone wan- 
derer, but he takes leave of her 'as if she were a queen". She 
teaches him that there is the will to die iSterhenwolkn) as well as 
the necessity of dying {Sferbenmussen); and later he knows that life 
is ripe when the will to die is reached. This stage the belovM 
vagabond attains when at long last women look at him as one 
spent and unseductive. The only thing worth living for, he had 
told Nar 2 iss, is copulation; and yet he has lived for more than 
woman. 'Your eyes are never merry," says a girl who loves him, 
'they seem to say that all this only lasts a minute." He comes to 
reali2e that only creative art can save beauty and feeling for yet a 
little while from the Dance of Death; and he attaches himself to a 
great carver of wood, and creates as his first masterpiece the image 
of Nar2iss as the Apostle John - his expression of the worship of 
his contrary. He dreams of recapturing a fleeting mystery - the 
look in a woman"s eyes in the spasm of copulation ; and this dis- 
tortion and contraction, this leap of fire and the fading of it, he 
has seen too in the eyes of a peasant woman over whom he held 
a candle when she was giving birth to a child; for rapture and 
pain, he reali 2 es, are the same. His final masterpiece, he dreams, 
is to be his dead mother’s face, which appears to him in dreams; 
but as age withers him it is no longer a personal face but that of all 
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the women he has loved, the face of Eve, of the Urmuttet\ which 
lures to rapture, to birth, and, as the last grasp of her love, to 
death. But ere he has time to shape the mystery of her face she 
folds her hands round his heart and shapes him - to the will to 
death, to the fading of the fire she wakes. And before he dies 
Narziss, the lonely scholar with the fine face shaped by thinking, 
has bent over him and kissed him with the only kiss that life grants 
him. In DerKurgast (1925) and Die NUmbergerReise (1927) there is 
again the problem of nature’s urges and the controlling function of 
the mind, and in the latter we read that nature is, as flowers are, 
lovely but fast fading, while reason, though it wearies, is durable 
as gold. Morgenlandjahrf (1923), with its secret league of sterling 
characters, comes still nearer to the synthesis of these opposites 
which is symbolically achieved in Das GJasperknspiel (1943). This 
story of the bead-game, in the province of KastaUen round about 
the year 2400, shows mathematics and art in unison contriving 
control of the functions of existence. These bead-players live like 
monks, sundered from The forbidden and inferior world’, devot- 
ing themselves to the works of the spirit, as happened in Goethe’s 
padagogische Provinf^ in the Wanderjahre. In days following the havoc 
of a great war, which has brought degradation to mankind, the 
bead-players in the peace of their Alpine valley practise this game 
of glass pearls which, ^der Inhegriff des Geistigen md Musischen\ syn- 
thetizes intellectual disciplines and in which all dissonance becomes 
unison. The purpose of their order is to rescue the world from 
that degradation of mind which had come from the Warlike age’, 
^das feuilletonistische Zeifalter^y and to safeguard order, norm, reason, 
law, and measure. The protagonist is Josef Knecht, whose life is 
chronicled from his early orphan days till he rises to be Magister 
Ludi, the High Priest of this gamefiil religion. But he is initiated 
into historical studies by Pater Jacobus (what is quoted points to 
Jakob Burckhardt as model), and he learns that all historical phases 
are transitory. He realizes, too, that the bead-players preserve 
cultural values, but do not create them, and he observes that every- 
thing tends to change to its contrary. Thus he himself, Knecht by 
name, is Master of the Order. He discovers that he is not merely 
a Castalian, but a human being as well, and that as such his con- 
cern is with the world as a whole and not with a fraction of it^ 
And so he sets out to find his earthly transformation, breaks way 
into the common life, and is drowned in a mountain lake. 
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Of Hermann Hesse’s critical and essayistic work Blick ins Chaos 
(1920) has three essays on Dostoieffsky, whose influence on his 
fiction is clear, while Dank an Goethe ( 1946 ) details his debt to the 
sage of Weimar. The essays oiKriegundFrieden ( 1949 ), in particular 
Der Europder and Zarathustras Wiederkehr^ reflect Hesse’s reactions 
to the World War 11 . His Briefe ( 1951 ), with date from 1927 to 
195 1, are addressed to correspondents who have sought his advice 
and to his contemporaries (Thomas Mann, Oskar Loerke, Andre 
Gide, C. G. Jung, Theodor Heuss, etc.) and are in essence self- 
interpretation. 

As a lyric poet Hesse is traditional in form: Gedichte (1902), 
Unferwegs (191 1), Musik des Einsamen (1915), Trost der Nacht (1928), 
Stunden im Garten (1936; an epic idyll), Orgelspiel (1940), and the 
complete edition Die Gedichte (194a and 1947). His early verse 
draws from the common fund of romantic themes, moods, and 
imagery; for his mature poetry the key is the Zweisinnigkeit of his 
great novels, the saga of man passing Hm Zick^ack ^wischen Trieb 
und Geist durchs Eehen' - ^Bald Monchy bald Wustlingy Denker haldy bald 
Tier\ Often sensuous, vividly limned and coloured, but rarely 
subtle, they lack the compelling spontaneity of a poet proper; the 
verse is indeed en marge of the novels, in which, however, the 
ideological clash is consistently presented and defined, whereas in 
the poems it is scattered and fragmentary. They are pondered in 
patience, not poured forth in passion; that is, they are not Rausch- 
kunst', and, moreover, there is a restricted range of theme and 
ewige Wiederkehr both in Nietzsche’s sense and in the sense of 
iteration. One is tempted to say that, though in the novel Gold- 
mund is clearly Hesse, the poems are thought out and morally 
contrived by Narziss, although of course this might mean that in 
them there is the synthesis the novels seek. 

Gottfried Keller’s ironic manner and Swiss sagacity come natural 
to JAKOB SCHAFFNER (1875-1944), who, bom in Basel, began as a 
shoemaker’s apprentice, and made use of his journeyman’s experi- 
ences in his first novel. Die Irrfahrten des Jonathan Bregger (1905). 
Schafther’s ideal hero is a good European without religion except 
that of the solidarity of nations on the path of human brotherhood 
and progress. His ironic handling of customs and character sun- 
ders him from the Heimatkiinstlery but in his descriptions of Swiss 
life, as in his village tale Die Erlhoferin (1908), he is vivid and close 
to reality. His great effort is Konrad Pilater (voL I, 1910, voL II, 



THE NOVEL OF IMPRESSIONISM 


289 

1922), an autobiographical novel on the scale and pattern of 
Keller’s Der griine Heinrich, In DerBote Gottes (1911) he goes back 
to the Thirty Years War. Der Dechant von Gottesburen (1917) reflects 
his reactions to the First Great War. Religious problems provide 
the woof and weft of the trilogy Johannes (1922), Die Jmglings^eit 
des Johannes Schattenbold (1930), Dine deutsche Wanderschaft (1933). 
The great city is the background of Der Mensch Krone (1928). By 
the prominence he gives in his novels to the clash of Catholicism 
and Protestantism in Switzerland Schaflher ranges himself along- 
side Enrica von Handel-Mazzetti. He has attempted popular his- 
tory in his Geschichte der schmi^erischen Eidgenossenschaften (1915). 

Ironic handling of life is the salient element in the novels of the 
two cousins, Friedrich Huch and Rudolf Huch; but since the 
literary clan of the Huchs - Ricarda Huch is Rudolf’s sister - have 
their home centre at Brunswick it is natural that in their case the 
influence of Wilhelm Raabe should supplement that of Gottfried 
Keller. There is an implied didacticism in the novels of Friedrich 
HUGH (1873-1913), but it is not conveyed with the breezy direct- 
ness of Emil Strauss, it shines forth rather from a subtle quizzical 
treatment of human frailty and futility and would be scurrilous if 
it were not so sly. Bom in Brunswick he studied philology, and 
was a tutor in various families. His first novel, Peter Michel (1901), 
has affinities with Hermann Hesse’s Peter Camefr^ind: in both a 
dreamer of the feminine type - Peter Michel is obviously once 
again ‘der deutsche Michel’ - is disillusioned by life, and is shown 
in the closing pages as a smug, contented Philistine. In Hesse’s 
novel, it is true, the hero is exceptional, a died-out artist, while 
Peter Michel is any German, or indeed any normal being any- 
where who sees the dreams of his youth fade into the light of 
common day. That this common man we aU know is represented 
in the novel by a teacher is part of the satire; and since Friedrich 
Huch was himself a teacher by trade he should know the depths 
of dullness of this profession; to a teacher reading the sad story 
the consolation must be that there is the spice of poetry in Peter 
- before he is ruined by routine and environment. Peter Michel is 
the usual scholarship boy who rises to be a secondarj^ teacher; 
incidentally the description of school life is more life-like than in 
the other novels which show up the Philistinism of academic exis- 
tence - the teachers are humdrum enough, but the headmaster 
here, though wrapped in routine and cramped by cant, displays 
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tact in the exercise of his authority. Famous is the chapter in which 
one of the masters is accused by another of jeopardising the morals 
of his boys by having a mistress : the headmaster is aware of the 
facts, but saves the school an excellent teacher by assuming that 
the delinquent (more or less) intends to regularise the situation 
by marrying the lady (he does not, but keeps his post). The novel 
stands out by its presentation of the son-mother motif: Peter is 
forced into opposition to his mother, particularly when she tries 
to keep him moral by getting him married. Marriage, the novel 
demonstrates, is the stamp of respectability, but it may brand deep. 
All the poetry of the tale (and there is a deeply probing psychology 
in the weft of it) is in the suppressed sexual emotion of Peter before 
his marriage, and that dulling of this vibrant emotion into the 
animal paternal functions which is the normal result of marriage. 
As a grammar school student Peter dreams himself into a sensitive 
love of Liesel, the daughter of the Kantor with whom he lodges ; 
at the university, amid the bestial orgies of German student life 
(unsparingly pictured), his dreams of her keep him clean; how- 
ever, as the course of events shows, what he loves is not Liesel 
but his dream-picture of her: when he sees his headmaster’s wife 
he has an optical illusion that she is Liesel, and loves her even when 
it is clear that she is not; for she is now his dream-picture or his 
ideal woman. The situation is tensely dramatic, particularly in 
Chapter VII, which is masterly in every detail: the headmaster, 
sure of his wife, leaves her with Peter in a room where the red 
lamp-shade symbolizes what might be demonic danger — if the 
characters were not in the grip of respectability. The headmaster’s 
wife talks it over with him, and sends him back to Liesel; but she 

— the only Bohemian in the book — refuses to marry into the 
teaching profession, though she does very energetically take him 
into the forest and seduces him (the only lapse of his exemplary 
career) ; finally she marries a Graf, and is a shining light of society 

— which is also life as it is. And thus we know that all a teacher 
(particularly) has to hope for is to grow mouldy, and to put up 
"with his wife and children - and colleagues; and to talk grandi- 
loquently of the contentment of home and duty. Marriage keeps 
Jean Paul’s Schulmeisterlein in the clouds; Peter Michel it brings 
down to pipe and slippers and sloppy sentiment. In his next three 
tales Friedrich Huch specializes in the somewhat painfully detailed 
transcription, deduced by adult divination, of processes in the 
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minds of children and growing youth, and of the relations of 
parents to these processes. If his children have attraction, it is that 
of constructed models. In Geschwisfer (1903) two girls represent 
the dualism - familiar in medieval literature as Weltjlucht and Welt- 
jreude - of the brooding religious bent and the need of pleasure 
and company, with Hagen, the tutor of the girls' brother, as the man 
between the two. In Wandlmgen (1905), the sequel to Geschwisfer^ 
the boy of the previous tale and his relations to his father (Sohn- 
Vater-Kampf) move into the centre of interest, with the father's 
second wife (the woman with a past) estranging the two by her 
shallow character. In Mao (1907) the Kinderpsychologie is still more 
searching. A family who were poor but are now rich live in an 
old patrician house. The only son, Thomas, goes to the elementary 
school, and brings home the smell of the class, which is painful to 
him. He is exquisitely sensitive, and for that reason is bound to be 
tortured in the rough-and-tumble of school Life. The book thus 
falls into line with the studies of school life in Emil Strauss's 
'Freund Hein and Hesse's Unterm Rcid. As a satirist of Philistinism 
Friedrich Huch pairs with Carl Stemheim; he has less glitter, but 
more depth. And he is more depressing; for while Sternheim 
makes the respectability look like a huge joke Friedrich Huch, 
quietly but pitilessly, pictures it as a sea of idiocy in which we are 
all submerged. A few dreamers, dangerously gifted, struggle to 
rise out of it; but either, like Peter Michel, they are sucked back 
or, like Pitt, the hero of Pitt und Fox (1908), they are isolated at 
the rim of decency. The title of the story was no doubt suggested 
by a remark of Goethe that he could not help picturing Pitt as a 
pug-nosed broomstick and Fox as a fat pig. The names stick from 
boyhood to two brothers who are elaborately contrasted, more or 
less as Wolfram von Eschenbach contrasts Parzival, as a dreamer 
swayed by moods, problematic and baffled, with Gawan, the shal- 
low and insinuating masterful man who takes the women the 
other might have had if he had not been decent. For Pitt, who 
studies philosophy, the problem life presents is the conflict of will, 
feeling, and action; and, as the novel shows, the conflict is due to 
distance from 'primitivity', in which willing, feeling, and acting 
synchronise. Other problems of the day fill out the action: the 
son-father conflict, the right of the unmarried mother to refuse to 
marry her seducer. The most striking thing in the book is the 
delicate way in which the physical feelings of Elfnede - who falls 
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in love with Pitt and the restraint imposed upon the two by 
good breeding are indicated : her longing for embraces is foiled by 
Pitt’s gentlemanly aloofness, and the point made is that the female 
undergoes a sexual awakening in contact with a male whose atti- 
tude is one of intellectual interest and sympathy: for Pitt, Elfriede 
is a lady, not sex. Pitt is sexually awakened by a simple girl - the 
daughter of Fox’s landlady - of whom by the accepted code of 
student (that is, Philistine) morality he has a right of possession: 
he is too decent to exercise this right and it is taken by his brother. 
The novel ranks as a penetrating study of sexual phases; the 
Dickensian element - an almost affectionate delineation of whim- 
sicalities - fails by comparison with the English model. Friedrich 
Huch’s last novel, 'En’^to (1910), is yet another in the long list of 
Kunstkrromane*, the hero has music and a sensuous response to 
beauty in his blood - his father is a conductor; and his musical 
career is ruined because he cannot control his sex impulses. He 
has a student’s affair with a simple and very charming girl of the 
people; Enzio is condemned, not for this experience - to Friedrich 
Huch natural and beautiful - but for his disreputable drifting to 
worthless creatures. Admirable is the contrast of this restless genius 
with a cultured girl whose name, Irene, symboli2es her nature; 
when she hears the tale of his loose living she breaks off her en- 
gagement to him, and he skates down the river till the ice breaks 
and rids the world of one who has been spoilt, not shaped, by 
what should be the best life can offer. The lesson of the book is 
that life and work are parallels : En^io loves music as he loves his 
women, but in both spheres he is tossed about on the waves of 
impulse; work and love should be terra firma for artist and lover 
to build his sanctuary on. 

In the novels of rudolf huch (1862-1943) the fling-back to 
pre-naturalistic models is declared and decided. He fluttered the 
dove-cotes by his two pamphlets launched against naturalism, 
the over-estimation of Gerhart Hauptmann, Maeterlinck, Helene 
Bohlau, and against other crazes of a degenerate day {Mehr Goethe^ 
1899; Eine Krisisy 1904), and shaped his style on that of Goethe 
and Wilhelm Raabe. He satirizes the life of small towns in AUa 
dem Tagebuche eines Hohlenmo/ches (1895), Der Frauen wmderlich Wesen 
(1905), Komodianten des Eebens (1906), and Die Kubenstedter (1910). 
His best novels are Die beiden Fdfterhelm (1907), Familie Hellmann 
(1908), and Talion (1913); and in these there is something of the 
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morbidity of subject he had scorched in his pamphlets. There is 
delightful humour in Wilhelm Brinkmejers Ahenteuer (1911), Alt- 
mdmersommer (1925)5 ^tid Humoristische 'En^ahlungen (1936). Gener- 
ally speaking Rudolf Huch’s aim was to educate the Burger to a 
realization of the vacuity of his existence; he is in this respect the 
most academically minded of a group to which belong Friedrich 
Huch, Heinrich Mann, Carl Sternheim, and Leonhard Frank. 

EDUARD VON KEYSERLiNG (185 5-1918) is an impressionist in the 
true sense of the word : there is in all his work a nervous refine- 
ment of style, and the goal of his characters is not a moral mastery 
of life but sensuous enjoyment of it. For him, when love ends, 
life is over. His affinity is with that master of sensitive Danish 
prose, Hermann Bang,i whose works, with their subtle delineation 
of culture-worn aristocrats, had a great vogue in impressionist 
Germany; but it is inevitable that he should be compared with 
Friedrich Spielhagen, for both depict the junkers of north-east 
Germany. The region of Spielhagen^s predilection is Pomerania, 
that of Keyserling is his native Courland, but the junker type is in 
the characterization of both essentially similar. There is, however, 
a difference which moves them worlds apart - while Spielhagen 
describes these landed gentry as an outsider of radical and even 
revolutionary views (though with a suppressed admiration for a 
socially superior class) Keyserling takes it for granted that their 
qualities are the prerogatives of their class. And these qualities - 
the most questionable to us are the right to adultery and the 
manorial right (exercised by all males of the family) to any girl on 
the estate - to Graf von Keyserling represent vitality (^Lebens- 
adventure, "the pleasurable sensation of the beast of prey’ 
(^angenehmes Kaubtiergefuhl^), These junkers have no morality, but 
they have HerrenmoraL However, - and this is the note of his work 
- the characters he chooses to depict are not the bold bad Baltic 

^ Bom in 185 8, Hermann Bang lived in Berlin. His first novel - Hoffnmgs- 
lose Geschlechter in German - has for hero the last decadent scion of a noble 
race. In his later works he has Maeterlinck’’s conception of fate as a secret 
force which breathes around us. With the short stories of Leben md Tod his 
attitude to life moves to a naive hedonism: we can defy fate, and snatch what 
fleeting joys vre can: *es gibt nicbts als den Trieb; der allein isi Herr md Meisier^, 
ist Blut; das will sieden, bis es matt ist oder halt istl Keyserling’s Hjerren- 
menschen have the frightful sensation of loneliness of Bang’s chamcters, due 
to the tragic intensity of their feehag that there is nothing in life but this 
snatching at pleasure which must be shot with pain because it passes, and 
because in the face of fate, which ironi<^y permits it, it is so mean. 
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barons who live a full life, but the exceptional, thwarted dreamers 
of the stock, those whom their finer feelings force to stand by in 
the gnawing bitterness or helpless sadness of resignation, while 
their inferior but robust brethren seize life where it offers. 'Wir^ 
an denen das lueben voruhergeht\ might be the motto of his works; 
and what happens in tale after tale is no happening at all, but just 
the melancholy inspection of what might have happened - '‘Ereignis 
in der Ereignislosigkeif. In his novel Dumala (1907) the pastor of a 
parish is in love with the wife of the lame lord of the manor, but 
he knows she has a lover, and comes near to murdering him; all 
that he has of life is to gaze at a lighted window on which his 
lady’s shadow is cast. In Seine 'Lehenserfahrmg^ one of the stories of 
Emte Hen^en (1908), a man who knows he is preferred puts off his 
courage to sin till the woman goes off for sheer boredom with an 
insignificant rival. In actual life Eduard von Keyserling was any- 
thing but a bold bad baron. The third son of the lord of the manor 
at Paddern in Courland (then in Russia), he was educated at Dor- 
pat University; and, apart from a period when he managed the 
ancestral estate for his brother, he was exiled from the life which 
he sees in a mystic beauty of landscape through the haze of a 
dream. When, after the conclusion of his studies, he resided in 
Vienna, he appears to have been attracted to Socialism, and to have 
been disillusioned by contact with the movement; his experiences 
at this time are assumed to form the basis of his novel Die dritte 
Stiege, In Vienna began the disease which was to lay him low; from 
1897 onwards he suffered (like Heine) from a spinal disease due to 
syphilis, and became blind in 1907. Of decisive importance was a 
stay in Italy: here - an almost traditional experience of German 
writers^ - his mind opened out to the magic of his northern home- 
land; and, like him, his dreams came home - if only, as in Schwiile 
Tage, to die. In 1899 settled in Munich. After 1914 he wrote 
no more. 

Keyserling’s naturalistic novels Rosa Her^ (1883) and Die dritte 
Stiege (1890) have as little importance as his dramas {Ein Eruhlings- 
opfer^ ^899; Der dumme Hans, 1901; Peter Hawel, 1903); the dra- 
matic ^^X.^Eenignens Erlehnis (1905) has the vain snatching at life 
and happiness of the Novellen. As a delineator of North German 

^ Typical is Heinrich Mann’s confession: ^Ich gmg, sobald ich konnte, helm 
mch Italien* ]a^ erne Xeitlmgglauhfe ich Hause sein. Aher ich war es auch dorf 
mcht; und seit ich dies deutlich spurte, begann ich efwas ^ kJSnnent 
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aristocracy Key serling is often ranged with Fontane ; but the com- 
parison is illusory - Fontane, with the sympathetic understanding 
of an outsider, gives his characters just as they are, as quite ordin- 
ary gentlemen, with their class prejudices and snobbishness, their 
tricks of conversation; in Keyserling’s aristocrats there is decay - 
not so much the moral decay which Spielhagen sees, but the decay 
of blood quickened by experience (actual or in dream) of alien 
ways, of the mellow culture of the West or the hot passion of the 
South, Thus in Schwule Tage (1906) Ellita, prisoned in her impover- 
ished manor, excites her school-boy cousin, whose own blood is 
restlessly stirring in dream, by dancing the bolero under the forest 
trees. She has given a last spell of happiness to the lad’s Casanova- 
like father, who has come home, stricken with disease, to die - 
but not before he has healed their secret sinning by arranging 
Ellita’s marriage with an officer: she - '‘eine Blute der adligen Kultur" 
- must sacrifice life to be true to her class ; and the boy dreamer, 
by accident, sees her (a Herremveih)^ in her last rendezvous with 
his father before her marriage, threaten the worn-out old rake 
with her riding-whip. Admirable in this masterly Novelle is the 
fitting of human moods to the tense atmosphere: plain and forest 
swelter in the late summer heat, and with the breaking of the 
gathered storm comes the catastrophe of marriage to Ellita, death 
by morphia to the exhausted lover, and disillusionment to the 
sensitive boy. The striking feature here as elsewhere is the delicacy 
of the characterization : we see vividly the suffering lines on the 
old rake’s face, the physical exasperation of Ellita, the languid pose 
of an invalid and faded lady of her mother, the baffled wonder- 
ment and impatience of the boy, and the idiot-like receptivity of 
the barefoot girl who relieves the pressure of the boy’s blood. Not 
less masterly is the contrast of the two types of women in Beate md 
Mareile (1903). 'Die weisse Beate’ is once again the 'blossom of 
culture’, ruling her manorial hall in a kind of silvery radiance; 
Schlossherrin rather than wife, not sensual because by the exigency 
of rank she may not be (^V'erlieben\ she says, ^and kb lachrlkb; 
Verlieben gehorte ^rYjammerjmgfef'). Mareile is the daughter of the 
Inspector on the estate, earth-bom and the full-blown flower not 
of culture but of passion; and when the gush of passion has spent 
itself and the manorial reveller returns to the cold decency of home 
he knows that henceforth for him life is to watch life go by: 
chastity is an essential of tenm^ but stagnant. In this identification 
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of vitality and sex Keyserling - he is utterly erotic - is of course 
not true to the junker type, in whom notoriously martial qualities 
come first; but the obsession is veiled by his association of it with 
the landscape, visionary in his notation - sweeping plains, brood- 
ing forests, park and pond by the manorial home, and with the 
extremes of the climate folding the mood of the moment. In sheer 
impressionism of landscape-colouring Keyserling is unsurpassed; 
for instance: '‘Still md sandig lag das "Land da^ uherall gelher Sand; 
Wiesen^ 'Felder md Garten lagen darauf^ wie eine verblasste Stickerei auj 
einem blind gewordenen Goldgrmdl* 

HERMANN STEHR (1864-1940), a Silesian and a saddler’s son who 
began life as a village schoolmaster, is above all a visionary, a 
mystic seeking religious certainty. In youth he had his own mental 
crisis: brought up as a Catholic he studied Darwin and began to 
doubt; for his change of faith he was persecuted by his official 
superiors, and found relief from his suffering in writing stories. 
His Darwinian positivism gave way to a Maeterlinckian fatalism 
which, he says, is rooted in the Silesian character: 'Wir Menschen 
halten dock immer nur die Faden in den Handen, das Schicksal aber mbt, 
was es will . . . Reason is, therefore, of no account in the govern- 
ment of life: the beginning of faith must be in a 'grundentstiegene 
Unskherheif, Not reason decides the course of a man’s life; and 
free will is like a doctor trying to cure a grievously sick man: 
man’s fate is in his blood, Stehr, therefore, sets himself the task of 
piercing into those undiscovered regions of the soul where fate 
grows; that is, to plunge deep into subconsciousness and the urge 
of the senses; until he reaches his final conviction that 'das Denken 
ohne 'Bewusstsein erlebt die Bewegmg des Weltalls^ md das Gefuhl^ das sich 
nicht hnnt^ die Empfindmgen Gott€s\ Stehr’s own mental conflict is 
reflected in his first work, the short stories of AufLeben md Tod 
(1898) and the novel Der begrabene Gott (1905). His conquest of 
mystic faith is symbolized in 'Drei Ndchte (1909), in which Faber 
appears, a dismissed elementary teacher, the mouthpiece of Stehr 
himself. Faber reappears in Der Heiligenhof (1918), the scene of 
which is not, as is customary with Stehr, in his native Silesia but 
in Westphalia (as is also the case in the short story Meister Cajetan^ 
1951). Der Heiligenhof h one of the most alluring - though perhaps 
the most illogical ~ of those novels which have Wandlmg for their 
theme. Here conversion is equivalent to a turning inward of 
thought in the person of the hero, a Berserker type of farmer, as 
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the effect of his conviction that his blind daughter is holy, and that 
her holiness proves the spirituality behind reality of life. Now his 
reformed character earns for his farm the name which is the title of 
the book. The mystical idea is that which Gerhart Hauptmann 
weaves into Und Pippa tam(t\ only the blind see ; or, in other words 
the outer reality seen by the eyes of the body is corruption, while 
the inner reality visible to the soul is imperishable beauty. In the 
life behind life, and there alone, is the peace that passeth under- 
standing, and clarification is a process that must come out of one's 
own deeps QSelbstheiligmg^) - the idea of salvation by another was 
invented by priests, but the muddiest pool grows clear of itself 
when peace comes to it within itself. The girl’s sight is restored, 
however, by the miracle of her love for Peter Brindeisener, the 
son of her father’s inveterate enemy (the Romeo and Juliet motif 
in a rural setting once more), and the religious faith of the Heiligen- 
bauer almost founders when this daughter, because marriage with 
her boy is impossible, drowns herself in a pond. He recovers his 
faith only in the conviction that what had come to him by the 
accident of the girl’s blindness must be regained by his own soul 
stirred to its deeps and consciously piercing to the light of divine 
truth. Der Heiligenhof is in some sort a companion volume to 
Hauptmann’s Emmanuel Quint - both novels continue the seven- 
teenth-century mysticism of Jakob Bohme, and in both hallucin- 
ations and fixed ideas constitute religion. Stehr, with his type of 
the new Seelenmensch^ is already the Gottsucher of the expressionists ; 
but in Der Heiligenhof the Wandlung of which the expressionists are 
so fond occurs with the impossible suddenness of the conversion 
in Masefield’s Everlasting Mercy. At bottom Stehr’s mysticism is 
not so much Silesian as Maeterlinckian: it is not the New Jeru- 
salem beyond the horizon, but a mirage. 

Stehr’s next novel, Peter Brindeisener (1924), is a sequel to Der 
Heiligenhof Peter Brindeisener, for the love of whom the blind girl 
had gone to her death, relates his own experiences in the form of 
a confession. The chief interest is in the exposition of Stehr’s 
somewhat bloodless attitude to sex. In other novels of Stehr soaal 
problems are handled. Leonore Griebel (1900) has a femme incomprise 
for heroine; the pathological problem of a finely strung woman’s 
decay by the side of a hopelessly prosaic husband and her in- 
difference even to the child she bears him (she regards it as his and 
as another shackle of dull domesticity) is patiently interpreted. 
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Stehr’s one drama, Me^a Konegen (1905), is related in theme: the 
heroine is neglected by her husband, who is engrossed by his 
struggle to free schools from clerical interference. The two late 
novels Nathaniel Maechler (1929) and Die Nachkommen (1933) deal 
in chronological sequence with the evolution of political ideas. 
Nathaniel Maechler is a tanner’s apprentice who is infected with 
the ideas of the 1848 revolution; gradually he learns to subordinate 
himself to the welfare of the community - which safeguards the 
family. His descendants, however, in the illusive outer splendour 
and inner poverty of imperialist Germany, are criticked for their 
selfish defection from this totalitarian self-effacement. Stehr’s No- 
vellen fail because of their lack either of concentration or clearness. 
His first collection, AufDeben md Tod (1898), is drab naturalism. 
Der Schindelmacher (1899) is, for Stehr, violent and even melo- 
dramatic: the hero transfers his farm to his niece, who humiliates 
him to the dust; the ghost of his dead wife appears, and goads him 
to vengeance. He rages like King Lear, smashes the furniture, 
mows the corn, and hangs himself in the corner where his wife 
died. As a Silesian Stehr should have that knowledge of the gnomes 
of the mountains which goes to the making of so many Mdrchen, 
But a Mdrchen which a child cannot understand is, as a Mdrchen, 
damned; and Wendelin Heine/t (1909), Stehr ’s most famous Mdr- 
chen, is merely a cryptic elaboration of the theme that happiness is 
not the golden gift of the sprites of the underworld. The short 
story Der Geigenmacher (1926) is the fanciful symbolic Mdrchen of 
a maker of violins who loves and by his passion loses a maid, 
Schonlein, and then in the passion of his grief carves a magic 
violin, as though out of his own heart, rounds and smooths it to 
the shape of Schonlein’s body, and from its chords conjures forth 
the music of Heaven. He had made perfect violins before he found 
Schonlein; but their music was not divine. Only suffering and 
privation ripen a master’s magic gift. 

Any valuation of Stehr today can only be provisional. German 
critics maintain that only a German can appreciate him; apparently 
a down-weighted brain is needed, and a patience unconscious of 
length of time. To read Der Heiligenhof is a heroic task. Stehr has 
the plodding mind of an elementary teacher; he grinds on and on 
to the end. His style, laden as it is with laborious thinking, has 
a level and heavy rhythm; nor has it the flashes of flame of the 
mystics proper - the ultimate effect is that of an imposing mass of 
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solidly constructed truth, not that of revelation fired with the 
sublime ecstasy of faith. The mysticism is that of a schoolmaster 
whose class has expanded to a nation; and probably only the Ger- 
man nation could be fascinated by novels so religiously formative. 

Some at least of the tales of jakob wasser]viann (1873-1934) 
may be ranked as Hematkunst: born at Furth, where he began life 
as a clerk, he describes Franconia, and with great intimacy Nurem- 
berg: in Die Juden von Zirndorf and other tales he is the accredited 
interpreter of the spiritual and physical environment of the Fran- 
conian Jews. But, since Wassermann is a Jew, his native province 
is not so much Franconia as a world of ideas, unctuously Oriental 
to a great extent in substance and presentment, although, in his 
autobiographical sketch Mein Wegals Deutscher und Jude he 

has energetically asserted his claim to all the German heritage of 
soul and language. The declared aim of his laboured writing is to 
bring about the birth through tribulation of spirit of ^the new 
man’, simple, humble, and good, who calls himself brother to the 
outcast, and will kneel (in Christian Wahnschaffe) even to a criminal 
who has raped and murdered a little girl. (A murderer is innocent, 
runs the argument in Stehr’s Der Heiligenhof^ in the depths of his 
soul, just as on the ocean bed there is peace while tempests rend 
its surface; we shall see that the expressionists proper will show 
that not the murderer but the murdered is guilty.) Wassermann’s 
didactic tendency clearly runs parallel with that of Hermann Stehr, 
but there is a wide disparity in their technique: Stehr leads up to 
his Seeknmensch by inner experiences which illumine and purify the 
soul they awaken; Wassermann’s characters are transformed in a 
welter of crass sensationalism which has elements of Eugene Sue 
or of the 'Police Gazette, If only by reason of this lurid excitement 
and concentration on physically criminal types one is forced to 
question the permanent value of Wassermann’s writings. Of in- 
terest there is no lack; the obvious reason for his comparative 
failure is that the cerebrally evolved characters act, not dynamic- 
ally, but to illustrate the theory (proclaimed in Christian Wahn- 
schaffe) that to reveal humanity the novelist must ‘sink himself into 
sick souls’, and unveil what is secret and hidden by "inquisition’ 
into the causes of moral disease. Wassermann’s creed as a novelist 
is set down in the treatise Die Kunst der 'Er^blmg (1904). '‘Ich will 
nicht die Verknupfung ausserer Erhbnisse geben^y he says, ^sondem die 
Wirrnis der inneren; ich set^e ksimn Ehrgeiq^ darin^ Faden s(u knupjen 
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und v(u idsen" He means that he would not prune and shape his 
matter to a logical cohesion, but light up the inextricable con- 
fusion of human happenings by allusive symbol and give them the 
significance of a myth. Dream and myth are poetry; the psycho- 
logist’s interpretation is a naturalistic negation of poetry; it is a 
shameless exposure, not an imaged illumination. The psychologist 
of present-day literature, Wassermann says in another treatise, Der 
Uterat als Psycholog (1910), is the very contrary of poet, he is 'der 
Uterat\ 'der vom Myfhos losgeloste Mensch, der auch von der Gesellschaft 
losgeloste Mensch\ The technician, probably, is not tied to his tech- 
nique, or falls below it; but there is considerable originality in his 
method, though the influence of other writers is patent: e.g. of 
E. T. A. Hoffmann and Jean Paul in certain of his Novellen {Der 
nkgekusste Mund^ 1903)^ of Balzac in his linking of novel to novel 
by the migration of characters, and of Dostoieffsky in his exhaust- 
ive illumination of the soul of outcasts. 

Wassermann made his reputation with Die Juden von Zirndorf 
(1897), in substance a withering exposure of Jew mentality. In the 
prologue the Jews in Fiirth and Nuremberg, who live in a close 
racial community, hear that at Smyrna a Messiah has arisen; and 
they would go out to him with caravans, but news comes that he 
has gone over to Islam. They found a village, Zionsdorf, which 
the Christians corrupt to Zirndorf. There remains the problem 
whether the Messiah was really a renegade and a cheat, or a typical 
Jew who goes where profit is. In the second part a new Saviour 
arises, Agathon Geyer, in Zirndorf itself; but he saves himself 
only by overcoming the narrow spirit of the law. Die Geschichte 
der jungen Rename Fuchs (1900) is built up on one of those typical 
theses of Wassermann which to sober sense must seem absurd. In 
this novel a character who is obviously a copy of Peter Altenberg 
utters the portentous aphorism: there is an indestructible asbestos 
soul, and every girl has it, even if she falls. Renate Fuchs is a 
Munich lady engaged to a duke; she leaves him to run away with 
a student. She wades through all the filth of the world - she falls 
to a demonic creature who is recognized as a study of Wedekind - 
before she is reborn as that which her name signifies, and as the 
new woman who has a night of love with Agathon Geyer, the 
Saviour of the previous novel, ere he dies, and she bears him the 
first child of a new era: Beatus. In Der Moloch (1902) Wassermann 
first handles the obsession which recurs in Der Fall Mauri^us : 
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simmum jus^ summa injuria. Arnold Ansorge, an innocent country 
j’outh, is horrified by a legal crime committed against a Jew, goes 
to Vienna {der Moloch^ die Grossstadt) to seek a righting of the 
wrong (the influence of Kleist's Michael Kohlhaas manifests itself 
here as also in Caspar Hauser and Der ¥ all Mauri:(tus\ but is himself 
contaminated by the miasmic life of the city, and in hopeless self- 
contempt shoots himself. Alexander inBahjlon (1905) has something 
of the exotic splendour and the rich Oriental colouring and sensa- 
tionalism of Flaubert’s Salammhd^ but the theme is essentially that 
of the medieval epic of Alexander*, even the mightiest conqueror 
must depart from his conquests, and have his mouth stopped with 
dust. What is the use of life, the sulphur-faced young king asks, if 
I cannot keep it ? Of all Wassermann’s novels Caspar Hauser oder 
die Trdgheit des Herzens (1908) is that into which he has put most 
clearly the perhaps naive religious teaching which was so dear to 
his heart. The events narrated are historical; and, though Wasser- 
mann has interpreted them with obstinate wilfulness and obses- 
sional bitterness, he has changed them but little in details. In the 
summer of 1828 a boy appeared in the streets of Niuremberg who 
could neither walk nor speak. His story, Wassermann says, has all 
the elements of an ancient myth: he is like an inhabitant of another 
planet straying into this world as if by miracle. A contemporary 
jurist wrote a treatise. An 'Example of a Crime against a Human Beings 
to prove that Caspar was a legitimate prince of the house of Baden. 
The key to the mystery, as provided by the novel, would be that 
the morganatic wife of the Grand Duke of Baden had done away 
with her husband’s son by his consort, a stepdaughter of Napoleon ; 
whether with her knowledge or not, the boy had been kept im- 
mured in a dark tower and suddenly released by his jailer; and as 
soon as opportunity offered the reigning dynasty caused him to 
be assassinated. This prince imprisoned from birth in a dark tow'er 
and thrust out into the light of day at maturity is a theme familiar 
in German literature from the translations of Calderon’s La vida 
es sueno; it was to be used again by Hofmannsthal in Der Turm. 
Wassermann uses the story as a ready-made exemplification of his 
faith in pure humanity: Arnold Ansorge in Der Moloch had been 
such an innocent depraved by contact with wickedness, but he 
had had some conception of human depravity, whereas Caspar 
Hauser has the utter innocence of a new-born babe. The problem 
then is : is it possible for a grown-up person to be as morally white 
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as the driven snow? The answer is in the affirmative; for Caspar 
Hauser is an angel, and would remain an angel if the world would 
let him. But his keepers torment him, and force him to lie. And 
inevitably - for he has a face of girlish gentleness, brown curls 
glossed like those of animals that live in the dark, the light brown 
eyes of a frightened fawn, flesh that smells like honey - the wife of 
his keeper attempts what Potiphar's wife attempted. What is wrong 
with the world is that we have got Trdgheit des Herzens, sluggish 
hearts or hearts that won’t wake up and glow in the worship of 
innocence and justice. This famous phrase was to be blazoned like a 
diamond in the forefront of their programme by the expressionists. 
But by Wassermann’s showing no expressionist fervour would 
save humanity so long as there are dynasties of princes: their 
juridical system is an abomination, and innocence is a myth ... In 
Caspar Hauser Wassermann tracks evidence with the relentless in- 
quisitiveness of a criminologist and pronounces upon it with the 
apodictic certainty of a judge. In the novels which follow he 
plunges ever deeper into the investigation of strange crimes, and 
tends to interpret them as the effect of primitive urges, or, another 
adept in the occultism of the period, he hints at psychic trans- 
ferences. In the short stories of Die Schwestern (1906) he presents 
a trio of women who are sisters in the morbidity and suffering of 
their souls : Joan of Castile, the mother of the Emperor Charles V, 
who takes about with her the painted corpse of her husband Philip 
the Fair, in which a watch takes the place of a heart; a washer- 
woman hanged for murder in Fleet Street in 1 73 2 ; the daughter of 
the President of the French Republic in 1 8 30 who opens her veins 
in a cell. Das Gdnsemdnncben (1915) is one of the most notorious 
handlings of a man’s cohabitation with two wives. Wassermann’s 
story is probably modelled literally on the life-story of the poet 
Burger, who cohabited with his wife’s sister as well as his wife. 
The hero of Wassermann’s novel is a musician in Nuremberg, and 
the symbolic title is taken from the figure of a man with a goose 
under each arm on a fountain of one of the city market-places. 
The brunt of the story is the tragedy of the artist, the myth of the 
eternal enmity between the creative man-mind and the earthly 
woman-mind : ^DasHruigWeihlkhe ^iehtuns hinab\ The main feature 
of Christian Wahnschaffe (1919) is that a rich man’s son does what 
Buddha did: he turns his back on wealth and rank, and lives with 
outcasts. In the four volumes of the cycle Der Wendekreis (the first 
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novel, 1920, has this title; then follow Oherlins drei Stufen^ 1^22; 
Ulrike Wqytich^ 1923; and 'Faher oder die verier enen ]ahre^ 1924) the 
idea of psychic discontinuity comes into play - an individual is 
made up of various Vs which come to the surface under the pres- 
sure of events; and this idea continues in l^udin und die Seinen 
(1925). Then in a trilogy of novels Wassermann probes his way to 
what he conceives as a new cerebralogically attested system of 
ethics and religion. DerFall Mauritius (1928) is the most ambitious 
detective novel in German literature, but qua detective novel it is 
incredibly naive and boring. Very irritating is Wassermann's tech- 
nique, here relentlessly applied, of Enfschleiermg - strip-teasing 
should be the translation of the word: there is a mystery which is 
revealed shred by shred. Etzel Andergast,a boy of sixteen, sets out 
to unravel a murder mystery. His father, an attorney general, had 
procured the verdict; and he too, after Maurizius, the man con- 
demned for the murder, has been doing penal servitude for eigh- 
teen years, renews the investigation by sitting with the prisoner 
day by day in his cell (!), listening to his interminable self-dissec- 
tion. Etzel runs away to Berlin, where he ingratiates himself with 
the man who had been the chief witness at the trial, a homosexual 
Jew scholar, Waremme, who is clearly modelled on du Maurier’s 
Svengali. Mauritius, married to Elli, had passionately loved Anna, 
Elli’s sister, a strange creature compact of positive and negative 
qualities (with her ^ichlose Selbstischheif she is *mr^isshaft\ ‘Frau 
HolleimSchnee\ ‘ eineseeknlose'Lemure' ^ ‘eineTueiche^ die man galvanisieren 
muss'). Anna has been violated by Waremme, and she is hypnotic- 
ally controlled by him as Trilby is by Svengali; and, though she 
fired the revolver and killed her sister, Waremme’s diabolical will 
directed her aim. The real purpose of the novel, apart from the 
inquisition into problematical mental states, is the bitter Com- 
munistic accusation of German justice and of justice generally, 
continued from TDer Moloch and Caspar Hauser, Et^el Andergast 
(1951) is the sequel to F>er Fall Mauritius: the titular hero is now 
the pupil of a medical specialist, Joseph Kerkhoven, who pierces 
into the innermost mind of the crowd of characters, Joseph Kerk'- 
bovens dritte Existen^ (^934) takes up the threads again. Bula Matari 
(1932) and Christoph Columbus (1^2^ mark the culmination of Was- 
serman’s morbid skill in the delineation of strange characters. It 
had been said that the heroes of his tales were fantastically baroque, 
as unreal as (say) Lohenstein’s Arminius: here he dissects his- 
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torical characters, and lays bare what he considers to be their 
secret soul - together with its disease. In 'Rula Matari he illumin- 
ates the inner psychology of Stanley. To him Stanley is a type of 
conquistador ~ a conquistador not merely of vast new spaces of earth 
but of his own mysterious urges, and of ‘the quagmire of life’. 
What makes the book alluring is the obvious influence of another 
adept in strange mentalities, Joseph Conrad: the whole book is 
indeed planned more or less as an interpretation of Conrad’s Kmt 
of Darkness by the light of Stanley’s psychological experiences; 
perhaps, indeed, as an interpretation of the mysterious psychology 
of Conrad’s tragic hero generally. Whether this interpretation is 
not too naively Freudian may be questioned: at all events Wasser- 
mann cannot understand Stanley’s ostensibly clean sheet of erotic 
experience unless there is an assumption of paederasty; the ex- 
plorer’s bewilderment at the collapse of the subordinates he had 
left in charge of the rearguard in the Emin Pasha Relief Expedition 
is questioned as either naivete or puritanical pretence, since it must 
be clear that these normal British men had succumbed to the erotic 
allurement of the African jungle. Only religious heroism of char- 
acter (Livingstone, Stanley) can lead out of this poisonous inertia 
of the jungle, or symbolically the quagmire of life in general (Trdg- 
heit des Her^ens\ while those who have not this heroic strength of 
will (Emin Pasha, Stanley’s subordinates) sink deeper and deeper 
into it. Wassermann’s Columbus is a drastic case of Entheroisierung\ 
he is a creature of impulse rather than discoverer, sailing the seas 
blindly, and ‘buried in his own dark self, a joyless exile’. Wasser- 
mann is mainly concerned in denouncing the destruction by dyn- 
astic and religious greed of a symbiotic community. 

Stehr’s obstinate seeking for a new religion and Wassermann’s 
programmatic Buddhism are symptomatic of the change that takes 
place in the novel after 1900 in the choice of hero: the great per- 
sonality (Nietzsche’s A.delsmensch\ who has replaced the decadent 
Nervenmensch^ tends to be a Gottsucher^ or at all events he seeks 
some new moral way of escaping from the quagmire of life; the 
progression to the humanistic or communistic hero of the expres- 
sionists is typified by the sequence of Wassermann’s social rebels. 
Many of these novels of the new century are, since they describe 
the development of the hero from youth to maturity through weal 
and woe, Bildungsromane or Entwicklungsromane more or less in the 
old sense; but the best of them are so intensely personal that they 
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have been classified as Bekemtms- md Bildungsromane: in their pages 
the author reveals himself. 

The work of the two brothers Heinrich and Thomas Mann has 
from first to last this blending of confession and mental evolution, 
and at the same time criticism of society, gently ironic in the work 
of Thomas, corrosive in that of Heinrich, who has been called the 
German Juvenal. The two brothers are scions of an old patrician 
family of Liibeck. Their grandmother was a Brazilian creole, a 
skilled musician; she is the ^southern’ mother, passionate and 
artistic, who in Thomas Mann’s novels stands in stark contrast 
with the solid and practical German temperament of the men of 
the old stock. In Thomas the German temperament prevails and 
controls his slow, carefully considered and polished style with its 
sad rhythms ; in Heinrich the romance blood is credited with the 
hectic rush of the sentences, with his gorgeous colouring, and 
with his Italianate rut of passion. 

HEINRICH MANN (1871-1950) revcals his own personality, parti- 
cularly in his Novellen, by those of his characters who are artists 
and poets. Mario Mavolto in Pippo Spano (one of the short tales of 
Floten md Do/che, 1904-5) is self-portraiture; he is a poet who, 
forced to observe life, remains outside it; this disgust with art is 
again expressed in Die Gottinnen by the painter to whom it w’^ould 
be happiness if he could contemplate beauty without having to 
paint it. Art is reviled as "a perverse debauch’ that enervates its 
victim to such an extent that he is incapable of real feeling. Hein- 
rich Mann’s novels may be divided into two classes ; the first class, 
the scenes of which are mostly in Germany, are caricature of the 
grotesque genre, in intent social criticism and culminating in a 
kind of political propaganda; the second class are as a rule local- 
ized in Italy, and, though they may be classed as Bekenntnisromam^ 
since they reveal the author’s orgiastic mind, are riotous paeans 
of life lived at fever heat in a world where common sense and 
goodness and pity do not count. Im Schlaraffenland (1901) carica- 
tures and excoriates the stock-jobbers and literary hacks of Berlin; 
it is a picture of Sodom in which all the sinners are not worth a 
decent man’s kick. The hero, obviously modelled on Maupassant’s 
Bel Ami, is a litterateur who lives by love. Die Jagdmch Uebe (1904) 
transfers these literary orgies to Munich; its most lurid scene is 
when an actress who is to play Monna Vanna disrobes herself and 
finds the man before her dead. Professor Unrat (1905), well known 
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as the film Tie Blue Angela has for hero a grotesque schoolmaster 
who, tracking his pupils to a tavern where they wait on a light o’ 
love, is himself drawn into her coils, marries her, loses his post, 
and avenges himself on his fellow-citizens, his former pupils, by 
luring them through his wife to debauch. The picture is repulsive; 
but Heinrich Mann is applying the method of Balzac: by exagger- 
ation he aims at showing the terrific power of instincts and of 
passions latent in any respectable individual; a Philistine or an 
immaculate Methodist is a potential monster of vice, for, since 
virtue is vice reversed, intensity may be equal in a different direc- 
tion, just as rising (according to the observer’s standpoint) is fall- 
ing upwards. In Zwischen den Kassen (1907) Heinrich Mann fights 
out the conflict in his own blood between north and south, spiritu- 
ality and sensuality: the heroine, like the author, is half South 
American. The Romance lovers pounce on their women, while the 
Germanic hero timidly waits. Die kleine Stadt (1909) begins as an 
idyll in a little Italian town where the clerical party try to prevent 
an itinerant troupe of actors from producing their shows. But the 
action quickens to the passionate love-story of the young tenor 
and a beautiful girl he sees behind the door of the convent. In Die 
Gottinnen oder die drei 'Komane der Her^ogin von Assy (1902-3), Hein- 
rich Mann’s most ambitious work, all this southern fever seethes 
into delirium. To blame his creole blood for the ravishing rut of 
it all is hardly scientific; much of it is due to his residence in Italy 
and still more to his cult of d’ Annunzio, who, moreover, appears, 
thinly disguised, as one of the characters. T have discovered a new 
genre,’ one of the characters proclaims, 'the hysterical Renais- 
sance !’ This term hits the nail on the head : the characters (unbedenk- 
licbe Abenteurer^ stol:(^ und duster nach Grosse^ hluthefleckt frei und un- 
verwundbar) are weaklings to whom their perversities are heroic 
strength; the keynote of the trilogy is the discord between desire 
and capacity. As in a German novel written a century before, 
J. J. W. Heinse’s Ardinghello^ the wickedness is a phantasmagoria, 
not a ruthless unfolding of strength as in the authentic history of 
the cinqmcento. Conrad Ferdinand Meyer, himself a weakling wor- 
shipping the strong, had delineated Renaissance voluptuaries with 
the credibility of an historian; Heinrich Mann sees only one side 
of their mentality: worship of beauty unhampered by the moral 
law, and therefore lust, not love. The scene is set on a vast scale - 
the Duchess rules by right of beauty from Dalmatia to Venice, 
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Rome, Naples - but the inner meaning shrinks : she is in the first 
novel Diana achieving freedom, in the second Minerva ruling the 
realm of ideal beauty in art, in the third Venus seizing ]oY{Freiheits- 
sucht, Kmstfieber^ Liebeswut) - but in reality as the novel shapes we 
see her, in the first two novels empty and aching, and in the third 
Venus vulgivaga and nothing more. Nietzsche’s doctrine of Dion- 
ysian joy is here like a cup drained to the dregs : a boy is loved to 
death at Capri; there are violations and sadism; there is a bout of 
Lesbian love by experts staged and watched like a boxing-match; 
a robust English dame. Lady Olympia, moves through the tale, 
coming from the ends of the earth and emerging at parties to 
whisper, with a velvet voice, to some stranger or other: ^Heute 
nachfsind Sie mein Geliehter ~ . Meine GondeJ wartet.^ But the trilogy 
stands out in the history of literature both by reason of its extreme 
tendency and of its style. It stands on the threshold of expression- 
ism, first because it is the ne plus ultra of Nietzschean Schrecklichkeit^ 
and therefore nearest to the inevitable reaction from ideals of 
picturesque depravity dear to impressionism; and, secondly, be- 
cause the style, so feverish that it rushes along in a succession of 
pictures, has passed beyond the coldly gemmed and chiselled style 
of impressionism, and is already 'Buzuschkunsf^ the ecstatic style 
which presents life [das rasende Leben) in cinematographic flashes. 

It is strange to find so anti-religious a writer as Heinrich Mann 
among the Gottsucher^ and no doubt Mutter Mark (1927) is rather 
a dispassionate study of religious conversion than a confession of 
personal belief in the efficacy of faith. Baroness Marie Hartmann 
recognizes in the heir of a general the son whom, twenty-five years 
before, when she was a servant girl, she had abandoned on the 
rim of a street fountain. And — horror of horrors ! (but somewhat 
in the nature of the Ninon de I’Enclos motif) — she finds that her 
love for the boy is that of a woman for the male as well as that of 
a mother. She seeks a refuge in religion, and makes a hectic con- 
fession in the Hedwigskirche in Berlin. Eugenie oder die Burger^eit 
(1928), with its description of life in Liibeck in GeibeFs days, is a 
side-piece to Thomas Mann’s Buddenbrooks - but at a great remove. 
The historical novels Die Jugend des Kdnigs Henri ^uatre (1938) znd 
Die Vollendung des KSnigs Henri Quatre (1938) represent a declension 
from the heights of literature to the level of Feuchtwanger and hoe 
genus omne. The first novel relates the king’s career to his victory 
at Arques in 1 5 89. There is a vivid picture of the Queen Mother, 
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Catherine dei Medici, whose sinister cunning is contrasted with 
the frank joyousness of the young king. Coligny too stands out, 
and the massacre of St. Bartholomew as the climax is descriptively 
fine. The construction is episodic, and the skein of the story is 
tangled. Der Atem (1949) is a hectic attempt to write in the ultra- 
expressionist style of the day. 

The psychological and personal trend of Heinrich Mann’s work 
develops, like that of his brother, in the direction of the regener- 
ation of society by democracy; he ended as a declared friend of the 
Soviet Union. His political and social satire culminates in the trilogy 
DasKaiserreich {Der Untertan^ ^9^4 ” the officials; Die Arme% 1917 
- the proletariat; Der Kopf^ 1925 - state policy), a scathing denun- 
ciation of the Wilhelminian state which is all the more daring as 
the first novel of the series was in course of publication when the 
War broke out. There was a question of prosecution for lese-majeste^ 
and presumably only the absorbing excitement of the War pre- 
vented it; the obvious portraiture of notabilities alive or dead may 
have been too illusive to ensure a conviction, but the mockery of 
the All-Highest was in plain terms. In Der XJntertan the career is 
set forth of Diederich Hessling, the son of a factory-owner; he 
shows sadistic tendencies at school, is hardened by his experiences 
as a corps student, and has the usual affairs with women. He de- 
velops a fanatical admiration of the Hohenzollerns, and for that 
reason loathes the Socialists. In Die Armen Diederich is now 
Generaldirektor Geheimer Kommer^ienrat Hessling. As a poli- 
tical move he introduces profit-sharing, a system under which the 
workers are worse off than they were before. The troubles and 
struggles of the proletariat are depressing reading, and are not 
helped by the melodramatic intrigue: Balrich, a young worker, 
has a trump card in his hand, for he can prove financial villainy in 
his employer’s family; he learns Latin and Greek, and turns agi- 
tator. The struggles against capitalists helped by dynasty and State 
proves hopeless ; Balrich gives up his books and returns to the life 
of a suppressed worker; and the novel ends with the picture of 
him and his fellow- workers marching away to the War along be- 
flagged streets. In DerKopf public life is described by one character 
as a private affair - the personal struggle of Wilhelm 11 with Social 
Democracy, As a roman a clefs the novel has historical interest. 
Secretary of State Lannas is understood to represent Bulow. There 
is no need to give the key to Knack, the iron and steel magnate. 
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with his daughter Bellona* Tolleben is stated in the novel to be 
‘like Bismarck’. The agitation of the industrialists, supported by 
Admiral von Fischer, to make the fleet strong enough to annihilate 
the British fleet is a vital element of the intrigue : England and 
France are under the thumb of the Jews, and hence are the deadly 
foes of Germany. Round these pillars of the State flit and flash 
two glittering scamps. Terra and Mangold. Mangold marries Bel- 
lona, becomes secretary to Graf Lannas, and rises to be Chancellor. 
Terra personally advises the Kaiser to abolish the death penalty: 
then it will not be possible to charge him with lusting for mass 
murder by means of war. The Kaiser is at first impressed, but then 
replies in very vulgar German. When the War is lost Terra and 
Mangold, in 1918, die a picturesque death: linking arms, they 
shoot each other and fall in the shape of a cross, to the music of 
a military band playing outside. In spite of the political filth the 
novel would be comparatively clean if it were not for the women 
- of the key characters as stated. The verdict must be that as a 
cross-word pu22le the cycle is exhausting, while as fiction it is too 
dirty even for real life. In his preface to Die grosse Sache (1931), 
which continues the political and social novels, Heinrich Mann 
expatiates on his conception of the Beksnntnisroman: a novel, he 
says, should always be a sort of confession made by the author to 
himself but also to his contemporaries. The action is compressed 
into a period of three days. 

Nothing could be more different from the whipped haste and 
the darting radiance of Heinrich Mann’s style than the quiet flow 
and the guarded flame of thomas mann’s (1875-1955) writings. 
The ever-recurring theme in his tales (short and long) is the glar- 
ing contrast between the normal man {der Burger)^ who is fit to 
live {lebenstuchti^, and the artist or poet {der Kmstler)^ who is not 
fit to live {lehensuntuchtig^ ^mheilhar unburger licF). Thomas Mann’s 
artist is another version of Schnitzler’s over-ripe decadent; but 
whereas Schnitzler’s creature dies under kisses as under a gradual 
anaesthetic, Thomas Mann’s artist is tortured by the inescapable 
contemplation of his normal feUow-men with blue eyes and the 
rosy glow of health and no self-consciousness. The ^citizen’ is 
cased in his insensitive skin as in thick armour; he lives a charmed 
life, while the artist, to whom beauty is full of arrows, is assailed 
and driven despairing into the lonely comers of self-contempt. 
The artist is shut out inexorably from life; he is an outcast, a 
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cripple, often an attitudinizing fraud. Something of this strange 
conception of the artist may be due to the vogue about 1900 of 
Lombroso’s Man of Genius', but it is also by way of reaction from 
the old romantic Verhimmelung of the poet as one born in a golden 
clime, dowered with heaven knows what, ambrosial-locked, adul- 
ated, in short Tennyson or Paul Heyse or Wedekind’s Kamier- 
sdnger, or Hofmannsthal’s Titian. There is only one previous author 
with whose interpretation of the tragedy of the artist Mann’s can 
be compared. But in Gottfried Keller’s Dergrme Heinrich the lesson 
that life lies away from dream and mental effort is rather to be 
gathered by the wise than thrust to the front of all eyes; Keller’s 
significance here is rather in the example of his own life - he, a 
great and sensitive artist, turned his back on art and letters and 
did his tedious duty for years as Staatsschreiher of the canton of 
Zurich. To go farther back, Goethe was lost for years in the 
common round of duties useful to his fellow-men: was he then 
a traitor to his genius or, for a period, sane? 

Thomas Mann wrote Buddenbrooks (1901) when he was twenty- 
five ; it made him a reputation which he progressively consolidated, 
It is a story of the parallel decay in the fortunes of a merchant’s 
family in Liibeck and in the capacity for life of the members of it 
as succeeding generations take on more and more of the polish of 
culture. Through all Thomas Mann’s work winds the grey thread 
of this idea that degeneration is the fruit of culture, that with 
culture goes physical decay. One ghastly detail recurs with un- 
pleasant frequency: the carious teeth of the cultured; the last of 
the Buddenbrook dynasty suffers agonies and in the end dies from 
diseased teeth. Two of Mann’s characters (the author Spinell in 
the short story Tristan and the fat, degenerate husband in huischen) 
are beardless in manhood (like Conrad Ferdinand Meyer before 
his Indian summer). It is in this conception of catastrophe spring- 
ing, not from the classic conception of 'tragic guilt’ or the roman- 
tic conception of uncontrollable passion, but from a natural and 
inevitable process like that of seeding after flowering, that Thomas 
Mann is an innovator; to have proved with a slow, painstaking 
logic supported by all the evidence of science that culture is death 
(and with this idea he interweaves the still more tragic conception 
that love is death) is to have earned a secure seat with the im- 
mortals who have struck out into new paths in literature. The 
lesson is, in Buddenbrooks as in the following stories, enforced by 
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an intricate use of symbol; e.g. though the Buddenbrooks die 
guiltless and in utter decency the last head of the hrm, the im- 
maculate senator Thomas, falls into a puddle in the streets and is 
brought home stained and bleeding to die; or, in plain terms, 
physical decay brings back the flower of gentility to the gutter. 
The technique of the novel is on the whole masterly, with its slow 
contrasts of character and its minute rendering of the milieu of an 
ancient Hanseatic city; faulty, perhaps, is the Dickens-like cari- 
cature of the eccentrics and villains ; and very dubious is the use 
of leit-motifs, i.e. the wearisome repetition of facial and personal 
peculiarities and tricks of diction and gesture. This not only tends 
to bore if not to irritate the reader, it limits the characters; that is, 
at a certain moment they must say a certain thing or make a certain 
gesture - they are bound up in the piffling trammels of their per- 
sonal habits instead of having unrestricted freedom of movement 
and self-revelation. To this practice, however, Thomas Mann 
keeps; thus in KonigUche Hoheit Imma alw^ays speaks "with pouted 
lips^ and the Grand Duke always sucks his upper lip. 

The most poignant expression of the artist’s tragedy, perhaps, 
is in Tonio Kroger (1903), the story of the Liibeck boy with a correct 
father and an exotic, passionate mother; he strays into art and 
longs to get back to decency, and is not surprised that when he 
returns as a famous author to his nath^e city he is nearly arrested 
under suspicion of being a criminal. The three collections of short 
stories Der kleine Herr Friedemann (1898), Tristan (1903) and Das 
W underkind (1914) contain more than one acknowledged master- 
piece. Asceticism and joy in life, or in other words dualism, are 
the theme of the short tale Gladius Dei and of the literary drama 
Fiorem^a (1905). In Gladius Dei a religious fanatic declaims against 
the flaunting indecencies and the display of physical beauty in 
Munich, the typical art-city of our days ; in Ftorem^a Savonarola 
faces and defies Lorenzo dei Medici, while Florence, symbolized 
as the courtesan Fiore, has to choose between the two, between 
ascetic spirituality {Geist) and art that snares the senses. In Konig- 
liche Hoheit (1909) the individualism of the impressionists turns to 
the altruism which the expressionists were soon to proclaim: a 
prince (with a withered hand - bold symbolism before 1914!) 
stands for the artist or unusual character; he achieves salvation by 
sacrificing himself for the good of the community. The problem 
of the extraordinary personality here finds its solution, which is 
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(in Mann’s own words) that turning of the mind to democtacy, 
common service, companionship, love, which had been proclaimed 
in the previous year in Heinrich Mann’s novel Die kleine Stadt 
The problem of the artist is handled with painful incisiveness 
in Der Tod in Venedig (1913) : a German author, ripe in years, with 
his work already in the schoolbooks, goes for a holiday to Venice; 
here, to his own horror, he falls in love with a beautiful boy, 
cannot tear himself away, dies. The negative solution is positive in 
scope; the romantic adulation of beauty is shameless (^liederlichy, 
the hero, if he had not been a romantic artist, might have con- 
trolled himself, might have left Venice and returned to duty.^ The 
septentrional artist is softened and corrupted by the balmy south; 
but there is peril, too, in the indolent and consciousless east: the 
boy is a Pole, and smitten already with an incurable disease. The 
meaning of Der Tod in Venedig is clear enough in the hero’s com- 
munings with himself : beauty, virtue, wisdom are, as Plato taught, 
divine; but of these only beauty is at once divine and visible to the 
senses ; and since the artist works by the apperception of the senses, 
beauty is the artist’s way to the spiritual. But how can he whose 
way to the spiritual goes through the senses attain wisdom and 
dignity ? Is not this a devious way of sin that is boimd to lead 
astray ? The poet cannot take the way to beauty but Eros joins him 
as guide. . . . Poets are like women, passion is their exaltation, 
and their yearning must be for love. Mann’s grim picture of the 
doomed artist is relieved by his interpretation of Schiller’s char- 
acter in the short tale Schwere Stunde (in Das Wmderkind) : it is the 
physical incapacity caused by the overweight of mind that isolates 
the artist; the true artist, however, conscious of his frailty but 
also of the nobility of his task, develops the heroism of wealmess’ 
{Heroismus der Schwdche)\ Schiller, too, is doomed by disease, and 
realizes how terrible his fate is when he compares himself with 
Goethe; but he finds consolation in the thought that it is harder 
to be a hero than to be a god. Here, too, there is an acknowledg- 
ment by Mann that the artist may be god-like and raised above 
criticism : Goethe, ^der GdttlichAJnhewusste^ ^ creating by inspiration 

^ ^ Dr D. M. Hall, in her dissertation Th Venice 'Legend in German Literature 
since leSOy has made it seem likely that one of the sources of the book was the 
unabridged edition of Platen’s diary (ed. Laubmann und von ScheHler, 1896- 
1900). In a speech on Platen (in Leiden und Grosse der Meister) Thomas Mann 
Ukes the poet’s homoses^lity for granted. Another possible source is Ein 
1/ ermdcbtnis (1911), the diary of the painter Anselm Feuerbach. 



THE NOVEL OF IMPRESSIONISM 313 

and not by knowledge, is worlds away from the man of letters to 
whom creation is a craft learned by rote and practised in tortured 
isolation. 

This preoccupation with the problems of degeneration and dis- 
ease culminates with Thomas Mann in his vast symbolic inter- 
pretation of life: Der Zauberberg (1924), perhaps the most deeply 
planned novel since Wilhelm Meister. Hans Castorp, the last scion 
of a patrician family in Hamburg, comes on a visit to his cousin, 
who is a patient at a sanatorium for consumptives at Davos ; he 
comes for three weeks, he remains seven years, and leaves the 
place to fall in the Great War - rescued by a great cataclysm, re- 
turned from dream to duty. The Magic Mountain is a symbol of 
Europe before the First Great War; it is a questioning of all cul- 
ture. The Magic Moimtain is the world of the dead: the doctor 
in charge is Rhadamanthus, all reckoning of time is lost, the in- 
mates eat greedily (it is a life from copious meal to meal), and fall 
in love, the diseased with the diseased. Hans Castorp is in love 
with a Russian lady (Madame Chauchat) : that is, the cultured love 
beauty - but beauty is only the phosphorescence of a dead body. 
This, again, is the old medieval view of life which we call dualism. 
Life itself, Hans Castorp discovers, is the equivalent of death: for 
life is a process of decomposition just as takes place in the body 
after death; the only difference is that in life there is chemical 
renewal.^ Disease quickens the greed for food and love: so does 
culture. Hans is X-rayed: he sees his skeleton. But he keeps con- 
sciousness of the world of duty; there is a contrast between the 
bright daylight of the world of duty without and the soft moon- 
light in which he lingers hallucinated; afar is manly dignity, on 
the Magic Mountain there is Claudia Chauchat (like Vrou Werlt 
of medieval days) ^schlaff^ wurmstichig md kirgiesendu§£ . 

In The Magic Mountain all the resources of modern ps5xhology, 
science, and criticism are massed and irresistibly brought into 
action in support of the thesis. There is an almost impossible 
delicacy in the use of psycho-analysis; e.g. sexual processes are 
suggested by the moving up and down of a pencil in a case un- 
consciously haunting the memory of a schoolboy, and there is 
some play, very effective in the diseased effulgence of The Magic 
Mountain^ with the word Uebe as suggestive of two soft yielding 

^ Der Trieh unstrer IBIemente geht caf Desos^daiien* Das Ljehen ist 
Oicydaiion, Novaiis. 



314 MODERN GERMAN LITERATURE 

lips with a fierce vowel like a red tongue shooting between them, 
Mann’s most penetrating use of psycho-analysis is perhaps in the 
short tale Unordnung undfruhes l^id (1926), in which a baby of a girl 
falls sick with erotic feelings for an adult: Prince Charming in a 
fairy-tale up to date. The self-irony of a criminal in Bekenntnisse des 
Hochstapkrs 'Felix Krull (1938) serves as a variant of Mann’s usual 
contrast of normality with artist morbidity, and expands the thesis 
hinted at in Tomo Kroger that there are affinities between artistry 
and criminality. A fragment of the Krull tale had been published 
in 1922 ; it was added to in the edition of 1954 (Der Memoiren erster 
Fell). As we have it now it is a picaresque novel in the sense of the 
English eighteenth century. Another story long known to exist 
was made available in 1931, but in French only, as Sang reserve s It 
is a translation, published in Paris, of Wdlsungenblut^ of which there 
had been a privately printed edition (1922) for the author’s friends. 
This more or less suppressed tale served the Nazis as a stick to 
beat the author with: two Jews, they point out, twin brother and 
sister, commit incest on a bear-skin in the brother’s bedroom after 
attending a performance of Wagner’s Walkure. 

In Hermann Hesse’s Nart(iss und Goldmmd the dualism of flesh 
and spirit is presented as two separate halves which are neverthe- 
less one : for even abstract ideas, as Goldmund with his concrete 
vision points out, are sensuous images ; the mind cannot reason 
save by sense; the immaterial is only an image of the material. In 
Thomas Mann’s great series of four novels Joseph md seine Bruder 
{Die Geschichten Jaakohs^ ^933 i j^^g^ Joseph^ ^9541 Joseph in 
JEg^pten^ 1936; Joseph der Erndhrer, 1942) Joseph is flesh and spirit 
in one; in him the flesh is sanctified by the divine law, but the 
spirit is in control of the flesh, and this by the consciousness of 
consecration to the higher life. Thomas Mann’s purpose in this 
immense work is, therefore, as moral and ‘cultural’ (to use a Nazi 
word) as possible ; and there is Nazi doctrine in the detailed account 
of the Nordic wandering of first culture, including the solar myth, 
from Atlantis. What is not Nazi doctrine is the demonstration that 
higher culture - the consciousness of mind {Geist) - is historically 
Jewish, and that culture really is the sublimation of the sense of 
duty as obedience to those instincts of refinement which sunder 
man from brute. Thomas Mann in these volumes interprets history 
~ and therefore life - as an eternal recurrence {emge Wiederkehr^ 
p, 102) of myth, vrliich is in origin a symbolization of nature pro- 
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cesses; and culture, he shows, is the effort of man to extricate his 
mind from the swathing folds of these myths by piercing to the 
sense of the symbol. Knowledge unifies the myriad myths of history 
and religions as the multiple but identical imaginative shaping, 
ever repeated though varied, of processes mysterious and mira- 
culous to the primitive mind, particularly the sexual act (== burial 
in the pit), birth ( = resurrection from the pit), and death (= birth ; 
for all that is buried - as : seed in slime - is reborn). The divine is 
split into male and female ; but these are one, because they are one 
principle. The animal gods of Egypt are easily intelligible as deifi- 
cations of the animal functions of man: the ^baumelnde Hode^d of 
the god-bulls, the phallic spears of temples reared at the sun, and 
so much besides that Thomas Mann with gentle irony illuminates. 
The most daring interpretation is that of the Resurrection of Christ 
as emge Wiederkehr and as a birth-myth: means so much - 

hole, prison, pit, underworld; and in Mann’s story a stone is rolled 
away from the pit into which Joseph has been cast by his brethren. 
But though the elucidation of procreation myths is the crimson 
thread that binds the succession of tales, there is interwoven too 
in moving fashion a picture of the gradual creation of the idea of 
God by Abraham, Isaac, and Jacob: God as He evolves for them 
is that which consecrates to higher duties (that is, to humanity and 
culture); and if Jewish religion, created as it is by the spirit, still 
retains in veiled form the sexual symbols by which primitive man 
imaged his gods Joseph (and by implication Christ, as Joseph re- 
turning) marks the ultimate spiritu^i2ation of life. If there were 
only this far-cast net of thought in the work, it would be philo- 
sophy rather than literature ; but to the general reader the lure of the 
tales will be in the superb characterization, particularly of Jaakob, 
a monumental and tragic figure ; and in the vivid poetic realism of 
certain episodes - the birth of Reuben, Jaakob’s marriage-night 
with Rachel and the nine times repeated frenzied union. Most 
curiously elaborated is the temptation of Joseph by Potiphar’s 
wife; and if Philipp von Zesen in his seventeenth-century novel of 
Assenat und Joseph (1670) - a related experiment in the cramming 
of encyclopaedic knowledge into a tale showing the present in the 
past - makes this lady psychologically possible, Thomas Mann 
gives inevitability to her stung passion - not only is her ‘husband’ 
a eunuch priest, not only is she obsessed by the phallic ritual of 
Egyptian deities, but the poignancy of the situation is accentuated 
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because Potiphar (a super-refined sybarite and gourmand) has been 
and is a second father to Joseph: as Joseph resists the woman he 
sees before him not only the face of his own father but that of his 
second father as well; it is indeed a composite face, with sterner 
features ~ those of God. Parental and divine inhibition therefore 
give the spirit strength to resist the flesh. And yet there is no 
defence of asceticism or even of chastity in the story: the chastity 
of priests and vestals is ruthlessly laid bare in all its futility; but 
Joseph is reserved - that is, sexual functions are for a purpose 
foreordained by God. The meaning of Mann's Joseph thus is that 
he simplifies the chaotic and fleshly symbols of the divine to what 
he himself is - spirit purified (more literally, superior and more 
cultured intellect). To spirit (Geisf) the eternal peril is the flesh, 
the undying sphinx which, crouching, hides its sex, but which, 
male or female, is all sex and cruel clutching claws. 

The action of 'Lotte in Weimar (1939) returns ostensibly to 
modernity - the date is 1816 but the foundation matter is still 
myth, the myth or legend of The Sorrows of Werther, The main 
theme, however, is that of the loss of a writer's productivity as 
the pitiless years take their toll. Lotte visits Goethe in Weimar and 
finds him, not so much aged as lost to life, as life is in female fancy. 
Goethe as we see him, stiffened and sterile, in Lotte in Weimar^ 
exemplifies one of the main tenets stated in Mann's next novel, 
Doktor Faustus (1947): 'Choose good, you vegetate; choose evil, 
you attain knowledge and you create.' The narrator is Serenus 
Zeitblom, Ph.D., a grammar school teacher. In the two years from 
1943 to 1945 he writes down the story of an old schoolfellow and 
lifelong friend, Adrian Leverkuhn, who had died in 1940. They 
had studied together at Halle; Zeitblom philology, Leverkuhn 
theology. Very clear in the story is the contrast of jB^r^i?r-Zeitblom, 
and J^;^r//<?r~Leverkuhn. Or, otherwise contrasted, they typify 
Moralismus-Asthetentum, Leverkuhn's study of theology at Halle 
is the first approach to the atmosphere of the Faust legend; how- 
ever, he changes over to music. Zeitblom writes during the course 
of World War II; he is an anti-Nazi, but finds it prudent to keep 
quiet. The main idea of the book is that Dr Faustus is Germany, 
the collapse of which is symbolized in the last musical works of 
Leverkuhn, Apocalipsis cumfiguris and WehkJag Dr. Fausti. Die per- 
tauscbten Kopfe (1940) is an Indian legend ironically treated: an 
Indian woman attempts to produce a perfect husband by con- 
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'uring her friend’s head on to her husband’s body, and vice versa, 
onlv to find that the new heads adapt themselves to the bodies on 
which thev are transposed. Das Gesetii (1944) continues in brief 
form the Joseph novels : it is the storj- of Moses and his passing of 
the Red Sea. In Doktor Taustus Mann had outlined the plot of a 
musical composition by Leverkiihn: The Birth of Pope Gregory, this 
points forward to his next novel in chronological order, Der Er- 
n-ahlte (195 1), the story of yet another nominal sinner. The source 
is the epic Gregorius by the Middle High German poet Hartmann 
von Aue, a medieval counterpart of the Greek legend of Oedipus ; 
that is to say, it is a handling of the involuntary incest theme. The 
legend is ironically treated; indeed there are parodistic elenients. 
Die Be frogene (1953) is a short novel - ironical once again: a widow 
of fifty falls in love with a young American whom she has engaged 
to teach EngUsh to her son; the explanation is that, after readung 
the climacteric, she has a return of menstruation ; this she identifies 
with a Seelenfruhling, a Neuerbluhen (one is reminded of Goethe’s 
wiederholte Pubertat). She has a renewed sensitiveness to scents; 
while out walking she gets a whiff of musk, follows it up, to find 
that it is the effluvium of a heap of rotting vegetable matter wdth 
excrements - the womb of nature. Therefore : Moderduft mid Liebes- 
lust. The explanation turns out to be that she is suffering from 
cancer of the womb. 

One of the illuminative essays of Leiden und Grosse der Meister 
(1935) deals with Wagner; the others interpret Goethe, Platen, 
Storm, and Cervantes. Time itself has played ironicaUy with this 
ironist ; alwavs (as a born patrician) a conservative — in spite of his 
advanced thinking — he defended Germany during the First ^ ar 
{GedankenimKriege, September 1914) astiieembo<^entof 
against the mere 'Idvilh^tiotC of the allies; and in a further 1914 
essay, Friedrich der Grosse und die grosse Koalition (published 1 91 5), he 
found ‘the urge of destiny, the spirit of history’ in Frederick’s 
defiance of Europe. Other collections of essays and speeches are 
Betracbtungen eines Unpolitiscben (1918); Bede und j^ntworf (1922), 
Bemuhmgen (1925); Die Forderungen des Tages (1950); Goethe md 

Tolstoi{i^zf)-,FreudunddieZukunft{i^i€)-,A£btung,Ejeropa!{x<)^%). 

GEORG HERMANN (1871-1943) was ranged among the disaples 
of Thomas Mann when, in 1906, his novel Jettchnn Gehert won 
him lasting fame. The outline of the storj' does indeed suggest 
Buddenbrooks: the Geberts are Berlin patricians and merchants, and 
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there is something of an implication that culture brings incapacitv 
for business in the person of Uncle Jason, who has a distant 
resemblance to Christian Buddenbrook, not however as the fool 
of the family but as one by the bent of his character forced apart 
from the family, an enfant terrible^ a man about town and a wit, a 
collector of rare books as well as of costly porcelain; he speaks 
himself (in distinctly Mannsian terms) of his 'seelische Empfindung 
des Ausgeschlossenseins von der Famlie^ de?n Burgertum^ dem Staat\ The 
spirit of the story is, however, different from that of Buddenbrooks; 
and where in details of technique, such as the ticketing of indi- 
vidual characters by recurrent phrases and long passages in which 
season and weather move in lyric unison with the story, both 
authors, no doubt, are directly imitating Dickens. Decay by cul- 
ture is certainly not the theme : the revered ancestor, the Court 
Jeweller of his day, had culture (of the Voltairean sort) to his 
finger-tips, and he combined a robust capacity for life with fine 
feelings {Eehensstdrke und Sinnenfeinheit)^ while his brother, Uncle 
Eli (the patriarch among the Geberts, a blunt old fellow whose 
culture runs to carriages and horses) and two of his children, 
Salomon and Ferdinand, have less fineness of nerves but undimin- 
ished capacity for business. The decay is in the reverse direction to 
that of Buddenbrooks, except, of course, in the case of Uncle Jason. 
The main reason for Uncle Salomon’s and Uncle Ferdinand’s lack 
of intellectual interest is family environment : they have both mar- 
ried Jacobys, Polish Jewesses from the Posen district, squat little 
women with ‘eyes like two black currants in a fat bun’. And here 
we have the obvious theme of the story: the stark contrast and 
the unending conflict between two types of Jew represented by 
the Geberts and the Jacobys - and the Berlin patricians, being 
honest and restrained, must be outmanoeuvred by the unscrupu- 
lous, bumptious immigrants from the dirty East. The Berlin Jews 
have the indifference to ritual of men of the world; the Posen 
Jews put all their narrow pride of race into the observance of 
every racial rite. The pride of race of the Berlin Jews springs from 
quite a different source - they consort with Christians, but they 
are true to their tribe because of age-old memories of unjust perse- 
cution. And when the heroine of the tale, Jettchen Gebert, falls 
passionately in love with a handsome young Christian, Dr Koss- 
ling, an author at the beginning of whatever career the kiture may 
have in store for him but therefore to sound business men for the 
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present a social outcast, the family with a good conscience are 
adamant. Uncle Eli and Uncle Jason would indeed not withhold 
consent, but as members of the family they must uphold its tribal 
authority. And so by cruel moral pressure Jettchen is forced into 
marriage with a loathsome cousin, Julius Jacoby, just arrived with 
all his green pushfulness from Posen. His two aunts arrange the 
affair. The reader, well informed of Jettchen’s strong will and 
intellectual leanings and her physical revulsion (her line nerves 
shiver at his approach as if her two hands touched a toad in the 
dark) would expect her to elope rather than yield; but - and it 
comes as a dramatic surprise - she cannot resist, because she is a good 
Jewess as w^ell as a passionate lover: she is an orphan - her father 
had been killed fighting for Prussia against Napoleon, a volunteer 
with Jason, wEo came off with a lame leg; and she has been 
brought up, with all a father’s care and affection, for twenty years 
bv Uncle Salomon, who now is entitled to present the bill which 
Jettchen must pay. Like one hypnoti2ed she goes through all the 
agonv of the marriage festival, but at its close steals out into the 
starry night. The sequel, Henriette Jakobj (1908), falls belo\v the 
level of Jettchen Gehert: there is too little in the way of action and 
the painting of moods is too extensive. The marriage, of course, 
is a failure from the first, and Henriette takes refuge with Uncle 
Jason. Gradually the truth dawns on her that Uncle Jason loves 
her. The relations with Kossling are renewed, and in a w'eak 
moment she gives herself to him. Then she realizes that Uncle 
Jason’s love is more to her, and she commits suicide. Jettchen is 
one of the most charming ladies in recent German literature. We 
see her, a perfect little housewife, preparing the immense family 
banquets ; and we admire her with Dr Kossling’s eyes when in the 
first chapter we find her going to market (like a dainty Doulton 
lady) in her silver grey taffeta gown, coal-scuttle bonnet tied by 
pink buds, lavender gloves and long-fringed Cashmere shawl and 
velvet bodice. The presentation of the Biedermeierxeit^ the period 
of 1840 with its crinolines and daintily figured stuffs, its stately 
interieurs with massive furniture and costly porcelain, is generally 
praised as scholarly, accurate, and for ail its gentle irony appreci- 
ative. How delightful it is to go with Jettchen and her aunt for a 
summer holiday in sylvan Chariottenburg, and to hear why Uncle 
Ferdinand’s family prefer the more open solitudes of Schoneberg! 
Altogether Jettchen Gehert must be given high rank as more or less 
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(in Spite of an occasional false note due to Dickens worship, to 
which German novelists are prone^) a Jewish classic, and certainly 
the one Berliner Roman of the period which is likely to live. The 
Berlin novels of the naturalists failed because, as Milieuromam, they 
subordinated character to milieu-, Jeftchen Gebert succeeds because, 
over and above its masterly and detailed presentation of the milieu 
of a given period, it creates vividly individualized characters and 
handles racial and social problems with inner knowledge and keen 
insight. Georg Hermann’s other works show him still a master of 
irony, but he does not again find a theme of so simple an appeal 
as Jettchen Gebert. In Heinrich Schm junior (191 5) he again shows his 
knowledge of art matters; the theme - that of Don Carlos - is a 
young man’s love for his stepmother in the Potsdam of 1844. 
Kubinke (1911) is yet another Berlin novel, but of our own days: 
Emil Kubinke is a barber’s assistant who, meshed in the toils of 
three calculating females, hangs himself to avoid marriage with 
his fiancee while faced with two affiliation orders. 

Animal symbolism as an interpretation of human character by 
implied comparison reaches its high-water mark in Kipling’s Jungle 
Book. In German literature there is nothing nearly so good. Bol- 
sche’s Das Liebesleben in der Natur is, as a start, too scientific for 
pure literature, while Hermaim Lons’s Mummelmann and Walde- 
mar Bonsels’ Die Biene Maja und ihre Abenteuer (1912), Himmelsvolk 
(1915), and Mario und die Tiere (1927) play about the surface. 
WALDEMAR BONSELS (1881-1952) is a Holstein man and has that 
love of sea-faring and far lands that Holstein men often have. His 
Indienfahrt (1916) is too peacefully dream-like for exotic thrills, the 
radiant vagabond of his numerous stories is never more than a 
hero for happy people, and the theosophical doctrine he pro- 
pounds has no tangibility. 

* The influence is most marked in the novels ofWOhelmRaabe (1851-1910) 
and Max Kretzet. Stefan Z-weig deals with Dickens in Drei Meister. 
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THE WOMEN WRITERS 


I t has been traditional in German literature from the days of 
Grata! Ida Hahn-Hahn’s (1805-80) notorious novels and the 
more calmly reasoned ones of Fanny Lewald (1811-89) that 
women writers should face up to the menfolk and claim equality 
- particularly of passion. After 1880 there are so many of these 
Amazons that only the leaders can be dealt with here. Not all 
women writers, of course, are rebels; and perhaps as good an 
arrangement as any is to divide them into two armies of naughty 
girls and good girls, with Else Lasker-Schiiler - she is not fla- 
grantly naughty but she would have been terribly shocked if she 
had been classed as one of the good girls - as a dividing pinnacle. 

The feministic campaign moves in two directions: one con- 
tinues that movement for social, political, and physical equality 
which can be traced back to Friedrich Schlegel’s Ludnde and the 
cry of Jung Deutschland for the ‘emancipation of the flesh’; the 
other, essentially modern because based on medical hygiene, con- 
centrates on the depiction of the peculiar nenrous and physio- 
logical system of woman, of her need of sexual activity for the 
completion of her personality, and of her right to unrestricted 
liberty in her sexual functions, even if perverse. In the first direc- 
tion Helene Bbhlau and Gabriele Reuter may be taken as the most 
aggressive iconoclasts in the novel; in the second (which leads to 
sensational and not infrequently disgusting revelation of i nner 
urges) Clara Viebig may be taken as the tj’pe. 

In education equal rights for women were fought for as de- 
fiantly as British women fought for the vote. The German univer- 
sities were not opened to women till 1896, and even then some 
professors refused to lecture to them; it is notorious that one 
famous Berlin professor tried to frighten them away by spicing 
his lectures on German literature with the most obstsne terms in 
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the language. In the novel this movement finds its voice in ilse 
frapan’s (1855-1909) Wir Frauen haben kein Vaterland (1899): a 
German girl, unable to obtain a scholarship in her native Ham- 
burg, studies under stress at Zurich, helene bohlau (1859-1919) 
had her own fight with German social custom. The daughter of a 
publisher, she went to Turkey with a married man, and was mar- 
ried to him by Turkish law; her novel Isebies (1911) is based on 
this experience. She began with Novellen in which she turned her 
upbringing to account - her youth was passed in Weimar, and the 
old folks she knew could tell tales of the spacious days of Goethe 
and Schiller, the stars of the social circles she describes in her jolly 
Katsmddelgeschichten (1888) and AJtweimarische Lkbes- und Ehege- 
schichten (1897). Her Rangierbahnhof is feministic in so far as 
it is a study of Grillparzer’s poignant Sappho theme under modem 
conditions (the "shunting station’ symbolizes the ceaseless din of 
the modern city in which an artist may have to work) - the right 
of the woman of genius to wedded happiness. The conclusion is 
that the activity of a woman’s intellect is subject to her physical 
functions, and that married life makes demands which may prove 
fatal to an artist.^ The result is not anti-feministic; for what the 
feminists claim is equal liberty either as artist or in the functions of 
love. DasRecht der Mutter (1896) is the first outspoken defence of 
the unmarried mother. As a polemic it does, it is true, lose direct- 
ness of impact by virtue of the Mdrchen-Rko. atmosphere in which 
it is bathed; where it is uncompromising is in the comparison of 
the care lavished on the married mother with the brutal treatment 
of the girl who has given her body in a moment of natural passion: 
here the contrast is heightened by the parallel pregnancy of two 
sisters, one the wife of a smug professor in Jena. (The contrast is 
not so poignant in Clara Viebig’s Das tdgliche Brot, where the preg- 
nant mistress of the house draws her skirt around her lest the hem 
of it should touch her pregnant maid.) Helene Bohlau gives all the 
social dignity and ultimately real happiness to the girl who whistles 
the world away and lives for her child. In Halbtier (1899) the 
interest is mainly physiological: woman and wife exist, in man’s 
estimation, "to jfulfil animal functions’ {^sind Nutt^&hkeitsfiere^), 

J The theme of BangkrhahnhoJ is, so to speak, in the germ in Adalbert 
Stifter’s DerKomkr (1840, his first novel). Rilke^s painter friend Paula Becker 
married the Worpswede painter Otto Modersohn and died in childbirth; 
Rilke comments on this in his Tagehucb that God had punished her for 
trying to be woman and artist at the same time. 
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such as, for instance, the suckling of children, so onensive a spec- 
tacle to men of artistic temperament ; and in the novel the horror 
reaches its height in the picture of hospital childbirth, where the 
woman's head is covered while students watch. The total im- 
pression is climaxed as : recht/ose^ -:^///// Halbthr kerabgsdrflckje^ 

geistbermibte^S€hmer:(pelad€ne Weihttim dieser W'e/d. The solution sug- 
gested is that women should have the right both to children and 
independent work, kshittersehnsucht^ one of the short stories of 
Sommerhtich (1902), defends a wife's claim to a cruld; here the 
husband is an old scholar, and his young wife gets her child from 
a single and unregretted union with a man of her own age, Uas 
Hatis ^ur Flamm (1908) is a plea for warmness of heart in human 
relations: ^das ein^ige^ was auf Erden das Her^i ruhig und ghlekikh 
macht^ ist: gut mteimnder ^u seln\ 

GABRIELE REUTER (1859-1941) made a sensation with her novel 
Aus guter Eamilk (1895), in which quite discreetly she shows the 
devastating results of sex suppression in a girl who, because of 
her good family, must uphold the pretence of decent ignorance 
of what in the dark is stirring her senses ; she ends, as some old 
maids do, by using disgusting sex words in a nervous breakdown. 
In her later novels Gabriele Reuter’s heroines act as emancipated 
characters; she is certainly miles removed from the traditional 
point of view of Georg von Ompteda, who, in Cidlie im Sarrjn^ 
sees no comfort for unmarried daughters except in ungrudging 
service to the family they belong to. In Frau Burgelm und thre SBhne 
(1899) Gabriele Reuter takes up the cudgels for the suppressed 
husband, and this time too for the son, who resists the formative 
efforts of his mother. The heroine of Ellen von der Weiden (1900) 
marries in ail decency - but the "wrong man. Brought up in the 
Har2 Mountains, she is a creature of fell and forest, a "^Wdldnixe" 
scrambling about on the rocks, a ^Brockenhexe' untamed and full 
of fun. Her husband is a Berlin doctor, a tj-pical German husband, 
who, moreover, has learnt from his patients that women’s nervous 
diseases are due to the desuetude of the husband’s ancient right to 
corporeal castigation. die Peitsehe nkbfF) But Ellen meets 

the poets and artists of die Modeme - monstrosities to her husband; 
and falls in love with a painter of wild new things splashed with 
blinding colour (Bocklin ?). While on holiday at her father's home 
in the Har^ Mountains her husband threatens to lock her in her 
room; she jumps through the window, and allows herself, sprite- 
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like, to be caught and taken in a cave by her colourful painter. 
The child she bears is, however, her husband’s ~ though he is not 
sure of it; she is divorced by arrangement; and, since she will have 
nothing more to do with the painter (she has told him that he must 
live for his work, and this requires freedom), she resigns herself to 
living without connubial bliss : she has her child to live for. Such 
determined resignation (and consideration for the male) is typical 
of Gabriele Reuter: for her - so long as her heroines have had 
experience of life - such an ending is a happy one. The heroine of 
l^iselotte von heckling (1903) takes an active part, as the wife of its 
apostle (Moritz von Egidy is said to be meant), in a new ethical 
movement for the regeneration of society. In Das Resht der Ahfter 
Helene Bohlau merely pleaded for the girl who has had a moment 
of weakness; in Das Trdnenhaus (1909) Gabriele Reuter sees no 
weakness in such a moment, but demands the experience for all 
women. The heroine is an unmarried mother, a woman writer 
deserted by an author, an aesthete who has the attitude to marriage 
of Schnitzler’s Kmstler in Der einsame Weg and Der Weg ins Trek. 
‘The house of tears’ is the maternity home where she is awaiting 
her confinement; and here she comes to the conclusion that mar- 
riage ~ whether legal or free - is equivalent to the tyranny of the 
woman over the man. The terrible thing is not that men desert 
the women they have had, but that these women should be so 
cruelly treated by those who should be their sisters, and who, as 
women, should realize that motherhood, even out of marriage, is 
sacred. The height of the argument is this : ^Die Trauen sind keimr 
Rechte mrt - keiner burgerlichen md keiner ideellen ~ so lange sie dieses 
ihr heiligstes Recht - ihre gewaltigste Rflicht md Macht nicht erfassen 
wollen^ 

CL.\RA viEBiG (1860-1952) is not SO much a feminist as a natural- 
ist: that is, her uncompromising sexualism is based on her con- 
ception of the forces of nature {ISiaturgewalten) as, together with 
geographical milieu^ conditioning fate: the urge is double, from 
the blood and from the landscape. (The und BodenliferatuT (p. 
429) has the same starting-point.) Her conception of Hemat as a 
driving force makes her psychology as much that of masses as of 
individuals; and her mass psychology may be sexual, religious, or 
patriotic- The regional influence is in the main that of the Eifel 
(she was bom at Treves), of the Rhineland, or that of the Polish 
frontier, where she lived for some time. Geographically her novels 
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thus fall irito three groups : (ij Kinder der Rifely 189"^; Das tt ^eiber- 
rkr^\ 1900; EJner Mutter Soh:, 1906; Das Kreu^^ ;>// Vemi^ 1908; 
f2; Die Wacht amKhein^ 1902; Rhemlandstdchte)\ 1896; (5) Dasschla- 
fende Heer, 1904; AkmYo /f, 1907. Das fdglkke'broi (1902) describes 
the life of a ser\"ant-girl in Berlin. The influence of Gabriele Reu- 
ter’s campaign of social regeneration shows itself, though hysteric- 
al] v, in such novels as Kkeinlandsidchter^ the heroine of which rights 
the traditional belief that woman is a chattel. The theme of Das 
Yx^eiherdorJ is, frankly, sex starvation in women. Gerhart Haupt- 
mann’s Die hisel der grossen Mutter is a more discreet parallel, and a 
curious English parallel is J. D. Beresford’s A Wor/d oj If dmen: 
a new plague has killed off all the males except a butcher at High 
\X'y combe, and he is to women what Hauptmann’s island god is. 
The butcher’s role is in Das Wkiberdorf filled by the only man who 
remains behind in the lonely upland village in the Eifel, while the 
men are away at wmrk in the Ruhr district. The men only come 
home periodically, and then the starved wmmen, so to speak, 
devour them. Das Krefte(^ im Y/enn combines a vivid rendering of 
the uncanny scenery - perilous sw^amps, deer-infested pine-forests, 
piled winter snow, rugged crosses marking the scene of accidents - 
of the Eifel uplands with a hectic description of the orgies of pil- 
grims to the shrine of St. Willibrord at Echternach and the mental 
torture of a convict who by his ver}’ nature must violate w^omen. 
There is religious hysteria, too, in Absolvo te^ this time on the 
Polish frontier: the stor}" varies the Jvlark-Isolde motif of old 
husband and young wife. Das schlafende Heer, with its picture of 
the enslaved masses of Polish peasants, brings out the never- 
resting racial conflicts in the vast melancholy of the Polish 
plains. The War novel Tdchter der Hekuba (1917) is poignant 
with its revelation of starvation and suffering on the home 
front. 

It is usual to classify two women waiters, Isolde kuius (1853- 
1944) and RICARDA HUGH (1864-1947), as disciples, in style and 
choice of theme, of Conrad Ferdinand Clever. Both have his dig- 
nitv of attitude, his apparent detachment from the characters of 
the story", his cult of flawless form, his symbolization of history, 
and above all his predilection for Italy and the Italian Renaissance. 
But Isolde Kurz strenuously maintained that she had not read 
Conrad Ferdinand Meyer when she wrote her first stories of Re- 
naissance Italy; she credited her father, the poet and novelist Her- 
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mann Kutz^ (1813-73), with the shaping of her literary tastes and 
style. Moreover, in the case of both these women writers the 
influence of Paul Heyse cannot be missed; for instance, Ricarda 
Huch’s doctrine Schonheit ist vollkommenes "Leben is pure Paul Heyse. 

It is also pure romanticism; and nothing is more certain than that 
in the period of naturalism and impressionism these two ladies 
are out-and-out romanticists. They have the finer nerves and the 
more complicated psychology of our own day, but they have the 
romantic rejection of reality, though they may in odd places be 
sufficiently infected by the spirit of their time to see reality and to 
romantici2e it: the obvious instances are Ricarda Huch’s fantastic 
vision of the cholera epidemic in Hamburg in 1892 (by common 
consent it is like a scar on the smooth lyricism of Erinnerungen von 
'Ludolf Ursleu dem Jmgeren) and her approach to ArmeleutepoesU in 
Aus der Triumphgasse, where the pity seems pasted on to the delight 
in picturesque violence and even the sufferings of a cripple have 
the glinting lights of dream. Both writers lived in Italy: Isolde 
Kurz had long made her home in Florence, and Ricarda Huch, 
when she married her first half-Italian husband, Dr Ceconi, lived 
with him in Trieste, where she wrote her tales of that city, Atis der 
Triumphgasse. Isolde Kurz is actually less Italianate than Ricarda 
Huch, though the latter is North German (she belongs to a Bruns- 
wick merchant family) ; there is, it is true, a Swabian softness in 
Isolde Kurz’s love of beautiful people and landscapes as in her 
easily flowing style, but she has a certain masculine ruggedness - 
this is indeed the mark of her thoughtful lyric verse (Gedichte, 1 899 ; 
Neue Gedichfe^ 1905) and of her book of aphorisms, Im Zeichen des 
Steinbocks (1905). According to her own statement Isolde Kurz 
preferred to depict Italians because they are less sicklied o’er than 
the Germans; she loved their ^ungeschmnkte md mg&^erte Mensch- 
heifi that is, like Paul Heyse, she craved warm flesh tones and 
passion on the boil. She is at her best in Florenfiner Novelkn (i 890) ; 
and one of the tales in this collection, Die Humanisieny is fit to 
compare both for subject (Renaissance hunting in German monas- 
teries for classical manuscripts) and quality widi Conrad Ferdinand 
Meyer’s Plautus im Nomeukloster (1882). The short stories of her 
Pbantasien und Mdrchen (1890), of her Italienische Erzdi/uugen (1895 ; 
these have their scenes in the Italy of our own day), of ILebensfluten 

^ His ScMlkrs lAdmatjahre.{\%4^tp) compares favourably with Walter von 
Molo*s Der ScUlhrromm (1^12-14). 
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(1907), Genesmg (1912), Ndchte von 'Fondi (1923) hare traditionally 
romantic moods. 

It is by sheer distinction of style that Ricarda Huch takes rank 
as the foremost woman writer of her day. She took her doctor’s 
degree at Zurich, taught in a Girls’ High School there and was 
secretary in the town library; it is thus natural that Swiss localities 
and characters should find a place in her work generally; she re- 
cords her recollections in FmMng in der Schvei^ (193 8). In her case 
the influence of Conrad Ferdinand Meyer and Gottfried Keller is 
flagrant, though Goethe’s rhythms and syntax may also be dis- 
tinguished in her nevertheless markedly individualized prose style, 
which, moreover, extraordinarily supple, adapts itself to the sub- 
ject and atmosphere of her successive works. Her first novel on a 
large scale, Frinnermgen von FudolfUrsku dem Jungeren (1893), lives 
by reason of its lyrical style with its sad, sated rhythms; it set the 
model for neo-romantic prose as Hofmannsthal’s Der Toddes Titian 
and Der Tor md der Tod set it for verse drama. The story itself is 
irritatingly decadent; it runs its hectic course in that Dionysian 
cult of beauty the peril of which was to be shown forth by Thomas 
Mann’s Tod in Venedig-, there is the famihar ostentation of illicit 
love as the right of personality (^Mein Gluck, das ich haben konnte, 
ist mein Fecht. Ich darf es erkdmpfen’). But subconscious forces and 
the problematic nature of passion are (to the author and the period) 
the justification; and, since love is fate, there is the same inevita- 
bility of seizure as in the tale of Tristan and Isolde. No modem 
writer handles the mystery of existence more elusively and more 
poignantly than Ricarda Huch; in this first novel life is fate; in 
the following novel Vita Somnium Breve a strong man’s will de- 
flects fate by the rejection of the love that fate wills - but to what 
purpose? As in Thomas Mann’s Buddenbrooks the main tenor of 
the Ursleu story is the decay of a Hanseatic patrician family, here 
in Hamburg, but (since the style is in pointed hostility to the 
naturalistic formula) without t^t weaving in of business aflairs 
which makes Buddenbrooks as good a commercial novel as Freytag’s 
Soli und Haben. Buddenbrooks, by the way, comes eight years later; 
and it has been suggested that Thomas Mann owes his theme of 
cultural development inducing incapacity for the boredom of busi- 
ness to this novel of Ricarda Huch’s. The story is related by Ludolf 
Ursleu, who has escaped from the world of such tragic happenings 
to the peace of the Swiss monastery of Einsiedeln (the framework 
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may have been suggested by E. T. A. Hoffmann’s Die Elixiere des 
Teufels) : the events he relates, as they pass before him in proces- 
sion, are thus softened by distance. He is at peace, he muses ; but 
therefore he is dead - for life is the stormy ocean; and where there 
are no storms of passion, no conflicts of personality, there is no 
life. The decay of a business firm - Hamburg Qdie kalte Handels- 
stadt des Nordens^) is again indicated, though Ricarda Huch, true 
to the romantic formula, does not specify localities - is once again 
in the background of Vita S omnium Breve (1902 ; later rechristened 
Michael Unger); actually the hero, though as the eldest son of 
patrician parents he should carry on the firm, throws up his busi- 
ness career to win distinction as a 2oologist, and makes frantic 
efforts to leave his wife for the sake of a woman painter who has 
physical and mental qualities which his uncongenial wife has not. 
The wife turns Catholic, and therefore cannot divorce him; but 
what chains him to her - and here is the grip of the story - is his 
love for his one child, a son who, as the close of the novel hints, 
will repay his father’s sacrifice of love by being a charming and 
lively but socially worthless fellow in whom the vigorous old 
stock will dishonourably die out. To save the boy’s fortune the 
father has returned to business and rescued the firm, brought to 
the verge of bankruptcy by the brother next in age - artist and 
poet in an amateur way - who had taken his place at the deserted 
office desk. The conflict as thus outlined must be common in 
everyday life; but Ricarda Huch gives it something of the tragic 
intensity of Racine’s Andromaque^ in which too the theme is the 
tyranny of child over parent. What gives the novel its value ~ it 
must be admitted that many reject it as too hazy, and certainly it is 
hard to read through - is the slow and careful unfolding of the 
hero’s mental suffering, and the tragic implication of the tale that 
though duty to family is the paramount consideration it may mean 
absolute sacrifice of what is best in a man’s personality. Certainly 
what accrues from the sacrifice is treated with a suggestion of 
irony - and irony (sly, pathetic, or extravagant) is almost half of 
Ricarda Huch’s technique after the Ursleu book; but the main 
brunt of the theme is surely that a man grows strong by self- 
mastery. One suspects, too, that a current idea of the time, the 
doctrine of the Danish philosopher S0ren Kierkegaard that a man’s 
character as genius, poet, hero, or saint is made by his not getting 
his girl, may be in the weft of the tale; Ibsen’s hovels Comedy and 
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Brand had familiarked the idea. Michael Unger is man as Ricarda 
Huch fondly imagines him: the tortured angel, lured by beauty 
but fettered by duty, to whose problematic lips woman would, if she 
could, bring the balm of bliss: an utterly romantic and feminine 
estimation of the male. The woman Michael loves is unconvincing : 
nothing she says or does has the flash of magic personality; all 
that is clear is that she is capable and solid and that she is ready to 
mother her man when he comes to her with his plea - sufficiently 
hackneyed - of loneliness of spirit. There is attraction for the 
literary reader in the description of student life in Zurich, that 
home of die Internationale^ and still more in two portraits - one 
obviously of Ernst Haeckel in his conflict with established religion 
and in his senile eroticism: dismissed from his professorship he 
takes over Michael's discarded mistress; and the other - quite 
delightful! - of Stefan George as Aristos, the latest sensation in 
poetical fashion: ^sein Gesicht war hager und knochig und so farhlos^ 
dass er mit geschlossenen Augen einem Totenkopf glichl . . . ^mgeheuer wie 
ein ewiger Gletscher\ From Conrad Ferdinand Meyer Ricarda Huch 
takes over the device of the Kahmenert(ahlmg: Ludolf Ursleu un- 
folds the saga of the past much as Dante does in the Swiss novel- 
ist's Die Hocht(eit des Monchs; and in Asis der Triumphgasse (1902) 
the patrician owner of a medieval mansion (the home of his an- 
cestors), now decayed to a hive of flats, little by little reveals the 
tangled lives of his tenants and their neighbours in this ancient 
street of Trieste through which thedarknarrowroad climbs through 
a Roman Arch of Triumph - an ironical erection! More fitting 
were Dante's Lasdate ogni speran^a, voi ch'entrate^ and indeed the 
Arch and what lies before and behind it is a symbol of life itself: 
through such a gateway youth climbs, but to the defeat of all hope 
and to the endless strain and struggle by which all that is human 
lives. In this street with the illusory name is crowded, like vermin, 
the scum of the city - cripples, murderers, thieves, and girls who 
give themselves for bread or passion. At their worst these crea- 
tures, as Ricarda Huch shows, with her detached, fondling touch, 
are intensely human; at their best they may be heroic. Starvation 
cannot blunt their avid hold on life and may, when the heart is 
good, give them a ripe humour that lights up even this sordid 
existence. They are ministered to by a mysterious young priest 
with a beautiful, sad face: the foster-brother of a murderer and a 
prostitute who are still close to his heart. In so sad a book humour 
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might not be expected; but it is there - a naughty humour which 
comes natural to Ricarda Huch as a disciple of Gottfried Keller, 
as in the story of how the Civic Prke for Virtue is awarded to a 
girl who is virtuous because her lover is a stoker mostly at sea but 
who entertains him in bed while her mother and most of the street 
are on a holy pilgrimage. Ricarda Huch’s other novels, except 
those with themes from history, have hardly more than academic 
interest. The problem of royalty outworn in a hustling world of 
business is dreamily approached in Von den Konigen und der Krone 
(1904): the son of a Slav king, while doctor at a hospital for 
children, marries the daughter of a German oil magnate. Here, if 
anywhere, the realism of Thomas Mann’s Kdnigliche Hoheit was 
needed; but Ricarda Huch, refining her Romantic fancifulness, 
lifts earth to the clouds, which will not bear it. Der Fall Deruga 
(1918), an experiment in the criminal novel, is painful in the ir- 
reality of its realism: a doctor has given his dying wife, at her own 
request, a sleeping draught, and the court proceedings which the 
story reports try to bring home the crime to the culprit. Close 
scrutiny may find a loving care in the characterization of this doc- 
tor with an Italian name, but one cannot credit that anywhere a 
murder could be investigated in so strange a way. 

Both the close-packed style of Gottfried Keller and his ironical 
treatment of religion are closely imitated by Ricarda Huch in a 
series of short stories^ whose content varies from tragic or pathetic 
to quaint or grotesque. Keller had made his game of religion in 
the Gottmacher’s tales in Der Grune Heinrich^ and in SiebenlLegenden 
(1872) he had transmuted the old Catholic legends of chastity into 
proof that nothing is closer to the heart of God than the joys of 
wedlock^ - His means to His purpose. In Der arme Heinrich^ one 
of the tales of Fra Celeste und andere En^dilungen^ Ricarda Huch 
reads the consummation of sexual desire into this physically most 
absurd of medieval legends. The anti-religious satire, though with- 
out coarseness, misses its mark by overstraining probability in Der 
Hain von Quakenhruck (1910): Catholics and Calvinists dispute as 
to the punishment that should be meted out to the Mayor’s cock 
for laying eggs with scarlet yokes; and in Dehenslauf des heiligen 

^ Der Mondreigen von Schlarcffis (1896), Teufeleien (1897), Hademg im Kreut^;- 
gang (1897), Fra Celeste und andere Fr^ablungen (1899), Seifenblasen (1905). Col- 
lected in two volumes as Fn;(ahlungen (1919). Followed by Der neue Heilige 
(1920), Der wiederhehrende Cbristus (1926), Die Hugenattin (1930). 

^ Rudolf G. Binding does the same in his Legenden (p. 277), 
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Womehald Puck (in Seifenblasen ) : an utter fool, a scoundrel and an 
oozy voluptuary, rises by virtue of his very vices and idiocy to be 
abbot and bishop, and on his death is canonized because his story 
is believed that the image of the Virgin in his church has given 
him Her own jewelled crown - which in sober fact he had stolen 
to pay for his loose living. 

j^carda Huch breaks new ground as much by her regeneration 
of the historical novel or vie romanck as by her elaboration of a 
lyrical prose style: she frees it from restrictions of locality and 
raises it to epic grandeur and timeless significance in Die Geschichten 
von Garibaldi {Die Verteidigung Koms^ 1906; Der Kampf urn 
1907), Menschen und Schicksale aus dem PJsorgimento (1908), and Das 
Deben des Grafen Federigo Confalonieri (1910). Typical of the psycho- 
logical method of her historical tales is the Confalonieri volume: 
the ripening of a mind in twelve years of imprisonment and the 
analysis of patriotic idealism provides the interest. Ricarda Huch 
makes Garibaldi a symbol of genius, isolated (in Thomas Mann’s 
sense) by his own ‘difference from the others’ {Anderssein)^ prone 
to excess, and inevitably the tool (as an engineer controls ele- 
mental forces) of inferior but calculating minds (Cavour). In her 
prose epic of the Thirty Years War, Der grosse Krieg in Deutschland 
(1912-14), we have her new conception ofhistorical fiction brought 
to fruition: in her vision of these vast events - since her aim is to 
portray not individuals but a whole period with its inner impulses, 
its mass psychology, its cumulative devastation - she does not 
bring the great leaders out in stark relief, but lets them take their 
place (even Gustavus Adolphus and Wallenstein) as actors con- 
trolled by the drama rather than controlling it, as scene billows 
after scene in the ocean of happenings with no ordered beginning 
and no clear-cut ending. 

Her lyric verse {Gedichte^ 1894; Fleue Gedichte^ 1907), modelled 
as it may be on that of Conrad Ferdinand Meyer, is marked by a 
somewhat hectic speculative cast rather than by plastic presenta- 
tion of image and substance. The philosophical staple is that of 
the prose work: the most insistent idea is that personality should 
struggle with and wrest from existence the utmost it can bestow - 
Alles oder nichts^ for instance, concentrates the doctrine (essentially 
that of Vita Somnium Breve as of other works) in a sonnet. Certain 

^ The title of the poem was familiar as the programme of Ibsen and of 
Ibsen’s hero Brand eller alt T). 
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of her poems with a more sentimental appeal have won permanent 
place in the anthologies, but one doubts whether the bulk of the 
verse is not superficially imitative or a metrically skilful play with 
current fancies, though she may give them the ring of intense 
feeling, as in Sehnsucht^ which owes its poignancy to its Swiss^ 
setting: 

Um bei dir sein^ 

Trug' ich Not und Fahrde^ 

Liess^ ich Freund und Haus 
Und die Fulle der Erde, 

Mich verlangt nach dir^ 

Wie die Flut nach dem Strande^ 

Wie die Schwalbe im Herbst 
Nach dem sudlichen Eande. 

Wie den Alpsohn heim^ 

Wenn er denkty nachts alkine^ 

An die Berge voll Schnee 
Im Mondenscheine. 

She gets farthest away from traditional moods - and metrically at 
least her poetry is for the most part wearily traditional - in im- 
pressionistic freaks of fancy such as Erinnerung: 

Einmal vor manchem Jahre 
War ich ein Baum am Bergesrand, 

Und meine Birkenhaare 

Kdmmte der Mond mit weisser Hand, 

Hoch uberm Abgrund hing ich 
Windbewegt auf schroffem Stein ^ 

Tan^ende Wolken fing ich 
Mir als vergdnglich Spielv^eug ein, 

Fuhlte nichts im Gemute 
Weder von Wonne noch von Leid^ 

Rauschte^ verwelkte^ bliihte^ 

In meinem Schatten schlief die Zeit 

A close examination of Ricarda Huch’s work would very likely 
prove that the scholarly elaboration of current ideas which shows 

^ Heimweh itself is a Swiss word which has naturalised itself in German, 
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in her verse is, rather than original fire of genius, what by the 
nature of her imitative talent she is best qualified to do. Even the 
general view of critics that she has a very masculine mind - she 
certainly has a strong man’s capacity for taking infinite pains - 
needs qualifying by the admission that she has to the full those 
feminine weaknesses - e.g. worship of man - which make women 
so delightful to men. At all events any male scholar might be 
proud of her great mass of critical work. Her literary criticism 
(Die Blufe^eifder Romantic, Aushreitmgund Verfall derRoman- 

tik, 1902; Gottfried Keller, 1904) is academically accepted, though 
rather brilliant than academic; and she even manages to make 
theology interesting in Ijtthers Glaube (1916). To her historical 
work she brings the sound academic training of her Zurich days; 
it is nevertheless poet’s history. Yi&tBSmischesRich deutscher Nation 
(1934), in which she traces the cultural and political development 
of the Empire, did not find favour with Nazi critics because she 
does not definitely reject the fascination for the German emperors 
of Rome and all Rome implied. Where she does, perhaps, prepare 
Nazi ideology is in her philosophical disquisition Entpersonlichung 
(1921); she compares the medieval ideal ‘ (heidnisch-christlich-germa- 
niscV) with the contemporary aim to be as comfortable as possible; 
in the Middle Ages man strove to complete his personality and to 
be god-like, but progress has been 'von der Personlichkeit v(ur Ent- 
personlichmg’ . The Germans are less able to resist this rotting of 
personality because they are no longer racially pure. 

LOU ANDREAS-SALOMi; (1861-1957) in her novels (R 4 th, 1895; 
Fenitschka, 1898; Ma, 1901) marks the transition from naturalism 
to impressionism. Bom in St. Petersburg as the daughter of a 
Russian general, she was fond of German Russians for her charac- 
ters, and the scene of her tales is often in Russia. One of her best 
bits of work is the description of the steppes in Wolga (one of the 
short stories of Im Zwischenland, 1902), in which, too, there are 
studies of puberty considered daring at the time they were written. 
She is intellectualized through and through (durchgeistigf), and the 
realism of her keenly psychological depiction is both tormentedly 
Russian and ruthlessly Nietzschean. She is best known as the 
friend of Nietzsche and Rilke; her Friedrich Niett^sche in seinen 
Werken (1894) and Rainer Maria Rilke (1929) are important be- 
cause of the first-hand knowledge they convey. 

VICKI BAUM (1888- ), a Viennese actress who turned to writing. 
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has in her feverish style something of the expressionist manner. 
In her early novels critics detected the influence of Hermann Bang 
and Thomas Mann; in her later work she has developed her own 
manner. She has the light touch of a born story-teller; she does 
not build sentences, but lets her quick, lively periods fall into a 
natural sequence and caps them, often, with a sad illuminative 
climax; and if she has any poetry it is in the feeling she glosses 
over with her cynically realistic conversational tone rather than in 
any literary phrasing. She has her own technique, too ; for instance, in 
Das grosse Einmaleins (1935) she will show the man’s state of mind 
during a crisis of the action, and then literally repeat it to show 
the woman’s far more intense feeling from moment to moment. 
In Menschen im Hotel (1929) she came near to devising a new film- 
like way of narration: she presents a metropolitan hotel, with the 
swing doors and the great hall as a kind of open sesame^ as an atom- 
like conglomeration : a miniature but complete replica of the world 
as a totality, pulsing with pain and passion in its interrelated types. 
She had written considerably before, but with this burst of talent 
she conquered her world, helped by the insight of critics who at 
once detected in the pathetic figure of the dancer on the threshold 
of her decline a picture of that darling of capitals, Pavlova. The 
excellent thing in Menschen im Hotel is the intimate rendering of 
the irradiation of life from a nucleus ; in Zwischenfall in Lohmnckel 
(1930) the gathering-point is a small German town, whose de- 
tached intimacies are set fluttering by the old romantic device of 
an accident to travellers. It is this intimate rendering of German 
life, seen with a Jewish keenness of eye, which makes Vicki Baum’s 
American tales, by contrast, so artificial, though allowance must 
be made for expressionistic distortion. The pity is that so German 
a writer should have been transplanted by the exigencies of 1933 
to the United States, where she was naturalized. Leben ohne Geheim- 
nis (1933) attempts an unraveUing of the mysteries of Hollywood, 
but actually pictures only what is known. To film-goers of course 
there must be a thrill in detecting the originals of these wixworky 
characters. From the view-point of literary continuity Vicki Baum’s 
most interesting tale may well be Stud. Chem. Helene Willjuer (1929); 
academic readers it will attract or repel by its description of alleged 
student life in Heidelberg and Munich. It carries the theme of 
Helene Bohlau’s Das Kecht der Mutter a stage further: the heroine 
gives herself to her boy, not because she has a thrill of desire, but 
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because he is suffering, and generally there is much of 'Gabriele 
Reuter’s consideration for suffering males in this story. (On the 
other hand 'Vicki Baum may be hard on her own sex: ‘she was 
female' almost to the pitch of obscenity’, she writes of one of her 
characters.) A friend of the heroine sends her boy away after a 
night of excitement - to a looser woman; and syphilis is the result. 

Is the continence that propriety requires of engaged couples a 
social prejudice, a hygienic evil, or a stem necessity? Is not the 
vital consideration for a university girl student the fact that she 
cannot be pregnant and study for her examination or write a 
thesis ? Helene, as a student of chemistry, can follow the chemico- 
biological process of pregnancy in her own body, and there is the 
problem of the expediency or otherwise of abortion. This is still 
forbidden by German law; but, as the novel stresses, contempt 
for the unmarried mother is now forbidden - she has helped the 
Fatherland, and is entitled to be addressed as ‘Frau’. (The right to 
provide cannon-fodder for a grateful country was not exacdy what 
Vicki Baum’s predecessors had fought for.) Having borne her 
baby, Helene isolates a hormone which stimulates the sexual func- 
tions and has a rejuvenating effect; this is successfully marketed 
under the name of ‘vitalin’, and thus the novel has a happy ending 
- of a new sort. 

iPT.w. lasker-schuler (1876-1945) was claimed as one of them- 
selves by the expressionists ; she was at all events in the very centre ' 
of t hH i- Berlin circle, and as the wife of Herwarth 'Walden, the 
editor of Der Sturm, she chaperoned the movement so to speak. 
But in her origins she is a naturalist: her drama Die Wupper (1908) 
is, though fantastically coloured, a sordid depiction of low Ufe in 
the Ruhr district. The drama, however, was tentative: she is her 
own strange self in her poems. She has no ethics of any sort, and 
for that reason cannot be an expressionist proper; but her verse 
and prose have an expressionist appearance in the sense tMt they 
do seem to be expressing something that only those who are poetic- 
ally gifted can make head or tail of. What does emerge is that she 
is an Oriental princess - Prinzessin Tino von Bagdad - who has 
the tales of Scheherezade to tell; and we should see her sunk in 
barptn silks and cushions, or id a moonlight halt among the ftieiks 
of the desert. Or: she is on pilgrimage to the New Jerusalem, and 
is in some strange way herself the angerbefore the gates of P^- 
dise, with his star gUttering on her brow and his broken pinion 
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on her shoulder. Her HehraischeBalladen (1913) have some Hebrew 
melodies, but for the most part are pathologically modern. T)k 
Kuppel (1925) is a collection of lyrics in the same vein: apparently 
artless notations of intensely personal fancies, with broken rhythms 
and fainting falls. Altogether delightful - to the initiated - is Das 
Peter Hilk-Buch (1906), in which she wreathes a halo round the 
shaggy head of the disreputable vagabond poet, her great friend; 
the whole thing is as close to reality as Eichendorff’s Taugenichts, 
‘The Black Swan of Israel’ ended her days as a kind of national 
Jewish poet in Jerusalem. Her most poignant book is her last. 
Das Hehrderland (1937): travel impressions of the Holy Land and 
at the same time a vision of the poetry and tragedy of Jewish 
history in the homeland. Very pathetic are her own illustrations. 
Her own quaint drawings indeed adorn all her books, and this 
alone makes them pri2es for collectors - one would not even deface 
them by having them bound: they are things to keep clean in the 
original paper binding with the incredible and luring picture on 
the cover. Dichtungen und Dokumente (1951) contains a good cross- 
section of her ever-varied work with its strange moods and fancies. 

There can be no questioning of the womanish element in the 
novels of enrica von handel-ma^zetti (1871-1955). Bom in 
Vienna, she lived at Steyr in Upper Austria, and she belongs to 
Hemafkunsthtczxisc her best work is narrowed down to delineation 
of this her homeland. Strictly speaking, however, she is not a 
HematkMnstlerm^ because the theme she has made her own is not so 
much the regional aspects of life and landscape as the fierce strife 
of religious sects, which would be the same without as within her 
homeland. Her first novel, Memrad Heimpergers denkivurdiges Jahr 
(1900), is located at the beginning of the eighteenth century, when 
Lutheranism had ossified into a dogma as intolerant as ever Cath- 
olicism was. The son of Baron Mac Endall, a British atheist who 
has been tortured to death by the Berlin parsons, is won over in a 
monastery to the Catholic faith; the abbot, a man of hard nature, 
has failed to influence the lad, but he is moulded by the loving 
gentleness of a simple monk, Meinrad Helmperger. The decisive 
factor in the conversion, however, is the picturing - sadistically 
detailed - of the torture to which the defiant atheist has been put; 
and here for once the author is unfair to the contrary faith, for the 
Catholics would hardly have been more lenient to an atheist; she 
does^ however, credit nobility of character as well as unflinching 
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sincerity of conviction to this friend of Leibniz whom the Protest- 
ants have martyred. Enrica von Handel-Mazzetti’s best novel is no 
doubt Jesse md Maria (1906). Jesse, a Protestant iconoclast, has 
designs against the miracle-working image of the Virgin at Steyr 
(where it is still the bourne of pilgrims), and Maria, for the sake 
of the Catholic faith, betrays him; she is then tom by remorse, 
and the story shows that in her heart she loves the man whose 
death she has compassed. What the story brings out is that there 
is as much sincerity and true goodness in one religion as in the 
other; what matters is the essential humanity of characters who 
are estranged by the intensity of their own convictions. So fair to 
Protestants is this writer that she has been accused of upholding 
or condoning Protestant doctrine; and certainly any Protestant 
might swear that her next novel. Die arme Margaret (1910), gives 
the palm of victory to the Protestant heroine. The intention prob- 
ably is, however, to show that salvation rests with the Virgin and 
even with her carven image, and perhaps by reason of this argu- 
ment and because of the general womanishness (in a good sense) 
of the story Die arme Margaret gives a better idea of the author’s 
essential qualities than does Jesse md Maria. The tale has breathless 
interest and a faultless heightening of the tension to the final too 
sensational but compelling scenes; and yet, if reduced to its bare 
outlines, it is in the nature of an old saint’s legend (Jieiligenlegende), 
with the devil nearly triumphing over a woman’s chastity and 
balked only in the moment of seizure by the intervention of the 
Virgin. Poor Margaret is the young widow - very lovely with her 
lily-white skin and golden locks - of a Protestant in Steyr who 
has been executed for heresy. Since she remains obstinately Pro- 
testant a company of twenty-five Pappenheim dragoons under the 
command of a strapping and perfectly handsome lieutenant is sent 
to force her to recant. The lieutenant, a mere boy, still a virgin in 
spite of his campaigning, has carte blanche-, he billets himself and 
his men in her little cottage, leaving Margaret only the windy 
attic for herself and suckling child, and proceeds - fanatically con- 
vinced that he is thus serving God - to put the poor woman to 
torture; and the author dwells on the pressure of his devUish 
devices with that love (sadistic or otherwise) of the description of 
suffering which is a marked feature of her work. The climax of 
the piled-up agony comes when the lieutenant, in a terrific thun- 
derstorm, attempts to rape his prisoner; her desperate resistance 



33^ MODERN GERMAN LITERATURE 

is described - con amore - as, step by step, he forces her to the edge 
of the bed from which he has displaced her; and she is on the very 
verge of collapse when she snatches from his breast the scapulary 
with an image of the Virgin - which, as he has told her, is all that 
remains to him of the mother he has never known - and holds it 
before his face. He reels back; her purity - or the Virgin? - has 
saved her. In the drenching rain she runs out into the town, and 
is rescued by a patrician of the district, a strict Catholic who is 
given the picturesque attributes of the Moses of the Bible and of 
Michelangelo. He rouses the burghers, jealous of their chartered 
liberties, to a fever-heat of indignation, and the army authorities 
are forced to bring the delinquent to trial. They might save him 
if he would swear that the woman tempted him; but he is too 
simple and true to lie - and he loves the fair body he has touched. 
And to everybody’s surprise Margaret refuses to accuse him; ^esist 
nicht beschehen\ she says (he did not do it). But she bears the imprint 
of his five fingers on her arm; and in any case attempted rape is 
according to army regulations as heinous a crime as rape com- 
mitted; so the boy is condemned and stabbed to death with lances. 
But he dies in the arms of Margaret, who holds before his dying 
eyes his mother’s scapulary, which had been taken from his neck. 
Margaret weeps over her perfect brute as Kriemhild wept over 
hers (V/ huop sin schane houhet in ir.vil w\en hanf) ; and it may be 
taken as praise or blame to say that in this modern story there is 
the same elemental feeling as there is in the Nibelmgenlied. The 
sentiment is not maudlin, because it is psychologically developed 
stage by stage; the characters, though touched up with religious 
colouring, have that simplicity and swift emotion which we find 
in the ancient masterpieces of literature. In a period which was 
priding itself on its psychological probing of complicated natures 
these novels of Enrica von Handel-Mazzetti are thus in the nature 
of throw-backs ; nevertheless, the best critics may be right in giving 
to her the palm for the historical novel of recent years; she earns this 
precedence of place, in spite of her limited range, by hef absolute 
sincerity of motive and by the consummate skill of her simple 
technique. Not the least of her qualities is her scholarly handling 
of the dialect of Lower Austria: chronicle style, Volkslied, Kan^lei- 
sprache^ the Alamodo language of seventeenth-century officials and 
soldiers, are skilfully imitated. Equally good is the rendering of 
those baroque features which make the seventeenth century in 
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Germany so fascinating a study: the violently strained rhetoric, 
the delight in glaring antitheses, the fiercely ethical conduct of 
life, the stern religious gloom which is the background against 
which flit and flash the dashing devilment and the picturesque 
uniforms of all the regiments of many-peopled Austria. Other 
novels in which she deserts the province and period she has made 
her own are mediocre (Der deutsche Held, 1920), but there is at 
least interest to the student of literature in her Johann Christian 
Gunther (1927), hi which she lays bare the contrition after much 
human sinning of that seventeenth-century lyric poet whose life, 
in Goethe’s words, ran to waste because he had let go the reins. 
With Enrica von Handel-Mazzetti may be mentioned her disciple 
PAULA GROGGER (1892- ), also a Styrian; her best tales are Das 
Grimmingtor (1927) and Der Lobenstock (1935). 

The Catholic writer most in vogue today is freiin gertrud 
voN le fort (1876- ). She was nearly fifty when she began to 
write the books that made her famous^ - the reason being, she says, 
that ‘all that is to ripen needs a long resting time and all that drives 
down deep must zealously guard the aloofness that is needed.’ 
She has told her story in Aicjh^eichnungen und Brinnerungen (1951). 
The descendant of Huguenot immigrants, the great event in her 
life was her conversion to Catholicism in 1926. The main forma- 
tive influence on her was her study of history and theology at 
Heidelberg as the pupil of the philosopher Ernst Trdeltsch, whose 
posthumous works she edited. She made her reputation with the 
theological novel Das Schrveisstuch der Veronika (1928); its sequel 
Der Kran^ der Engel did not appear till 1946, but the two form one 
whole. In Das Schrveisstuch der Veronika wifti its significant sub- 
title Der romische Brunmn we have the story of a sixteen year old 
girl in pre-1914 Rome who is so captivated by the history of the 
Imperium Sanctum, the grandeur of the Holy Romm Empire 
leagued with and leaning on the Church of Rome, that she turns 
Catholic, breaking away from the creed of her Protestant grand- 
mother. In Der Kranz der Engel we find her as a student at Heidel- 
berg; here there is a love match with a friend of her youth who, 
after his experiences in World War I, has come to hate Christianity 
(much as Erns t Wiechert did in his first phase). She seeks to re- 
deem him by consenting to a civil marriage, but she falls danger- 

1 Her works, verse and prose, are collected in Die ersten Scbritfe 

(1951)- 
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ously ill and he returns to the fold. This theme of redemption by- 
love is necessarily the main moving force in her work, for it is the 
integral concomitant of the Catholic faith. What constitutes the 
interest of the two novels is that sustained conflict between world- 
liness and unfettered thinking on the one hand and Catholicism 
with its rigidity of doctrine on the other which in our days marks 
the political history of Germany and Austria and in literature as 
in politics amounts to a Catholic revival. Of this Catholic revival 
she is a prop and stay. It is natural, therefore, that Das Schweisstuch 
der Veronika should have the stamp of all her subsequent fiction. 
Generally speaking her novels and short stories have to be classed 
as historical; but this is only chronologically so, for she is every- 
where at grips with the problems of the present, and her solution 
of the conflicts round which she winds her intrigues points to the 
final goal where, as her shaping of the action shows, salvation lies. 
Critics deny that she preaches ; and this holds good in the sense 
that truth is not something that can be taught, but is there, im- 
mutable, where the author sees it. The key to her striving - which 
is to save souls from the dark powers that threaten them - is that 
her works were composed during the onward rush and sweep of 
nationalistic and communistic doctrines. Both the great theological 
novels with their depiction of a girl’s sacrifice of family tradition 
are written in the first person, and that has frequently been taken 
to indicate that they are autobiographical; this she emphatically 
denies - she uses the Ichform^ she says, because it is particularly 
suggestive where the narrator’s aim is to lay bare the inner nature 
of her chief character. Moreover, she affirms, her characters are 
not portraits painted from life, but types ; that is, what happens in 
their minds is more important than what they are as persons. In 
other words they are evolved, as a mathematical proposition might 
be. But whether for this very reason they live^ as do the characters 
of Enrica von Handel-Ma2:2:etti, to whom the historical placing of 
her characters brings her close, is a moot question. Der Papsf aus 
dem Ghetto (1930) brings the Jewish problem into the story of 
Anaclet II, the Jew pope who in 1130 was set up as antipope to 
Innocent II. Die het^ite am Schafott (193 1) is a sort of Heiligenlegende 
written in letter form by a novice, the youngest of sixteen Carmel- 
ite nuns, who dies as the last of them during the French Revolu- 
tion, with all the legendary heroism of a martyr. It is the base of 
Francis Poulenc’s opera Dialogues des Carmelites (1956), with a 
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French text by Georges Bemanos. Das Reich des Kindes (1935) 
weaves the story in legend form round the last of the Carolingians 
and centres round the fate of Lewis the Child. Die Magdeburgische 
Hoch^eit (1938) symbolizes the fall and destruction of Magdeburg 
during the Thirty Years War as such a marriage of temporal and 
eternal as will befall the world on the day of judgment. The 
Novelle Die Abberufungder Jungfrau von Barbj (1940) with its orgies 
of image-breaking by fanatical iconoclasts has its sinister parallel 
in the mind of a nun who loses her faith and dies a violent death. 
There is a similarity of theme, the conflict between justice and 
pity, in the two short stories Das Gericht des Meeres (1943) and Die 
Consolata (1947). In the latter a papal legate besieges Padua and 
saves it from a ruthless dictator; the reference to Nazi ideology is 
transparent. These two Novellen are reprinted in Die TochterFari- 
natas (1950), which adds two others, the title story and Rlus U/fra; 
in the title story the heroine saves her native city Florence in the 
days of the Hohenstaufens, while in P/us Ultra a girl sacrifices her 
love for the Emperor Charles Quint because her love of the Holy 
Roman Empire is greater. The two stories of Geldsehte Ker^en (1955) 
again draw a parallel of trends and happenings in the Thirty Years 
War with those of today. The scene of Die Frau des Pilatus (1955) 
begins in Judea at the time of Christ’s trial and moves to Rome, 
where Pilate’s wife Claudia is threatened by the fate of Christians 
who are thrown to lions in the circus, for she is a convert to 
Christianity. Her dilemma is that, though she is a bride of Christ, 
she is still the loving wife of a husband who sanctioned the cruci- 
fixion of her Heavenly Bridegroom. The letter form of Die Uet^te 
am Schafott is again effectively used: the writer is Claudia’s maid- 
servant, who records the story from close experience and without 
partiality. The first book of Gertrud von le Fort’s verse which 
counts is Hymnen an die Kirche (1924), a dialogue between the 
Creator and the soul. This was followed by Hymnen an Deutschland 
(1932), the burden of which is that Germany can find salvation 
only if the State is wedded to the Holy See. Gedichte (1949) gathers 
in poems written between 1933 and 1945; it reflects the moods 
and misery and the hope springing eternal of these years. The ode 
Vergessenes Vaterland is a terrible picture of war’s ruin, and this is 
heightened by such poems as Die Kathedrale nach der Schlachty Den 
^erstorten Domen^ Die Heimatlosen. The lovely poem Deutsches Leid 
is a moving protestation of the poet’s love for a Germany laid in 
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ruins. Die Stimme des Heilands brands the horror of war - the 
Saviour speaks His pity for all His peoples. Of Gertrud von le 
Fort's essayistic work the most widely read is Die emge Frau (1934); 
the interpretation of ^die Frau in der Zeif is doubled by that of 
^die ^eitlose Frau". Die Krone der Frau (1952), consisting of selections 
from the author's works, is in the nature of a companion volume. 
There are mystical currents philosophically reasoned in Die Opfer- 
flamme (1938), which pays tribute to death as a form of love, while 
Dnser Weg durch die Nacht (1949), addressed to ^meine Schwei^er 
Freunde\ proclaims her love, quand meme^ of Germany. 

AGNES MiEGEL (1879- ), who was bom in Konigsberg, is essen- 
tially a lyric poetess (Gedichte^ 1901 - title changed to Friihe Ge- 
dichte^ 19395 ^dladen und Dieder^ 1907; Gedichte und Spiele^ 1920; 
Gesammelte Gedichte^ 1927, 1931, 1952; Herbsfgesang^ 1932). Her 
verse is traditional in form, but there is a vigorous feminine note 
in the themes, and even sexual disclosure, though decent and dis- 
creet, and marked with patient suffering or expectation rather than 
revolt, in such poems as Madchenlied, Das let^te Mai, Wie Ischtar, 
Ungeborenes Leben, Schone Agnete\ and her ballads are differentiated 
from the merely narrative species by a vibrant assertion of femin- 
ine psychology (Agnes Bernauerin, Griseldis, Mary Stuart, Abisag von 
Sunem, Magdalena, etc.). The plenitude of British ballad themes is 
due to early residence in England, though also, perhaps, to the 
influence of Fontane. In her Novellen (Geschichten aus Altpreussen, 
1926; Gang in die Ddmmerung, 1934) she keeps to her native pro- 
vince of East Prussia, and relates historical episodes with the bias 
of the Heimatkunstler, Audhumla (1938) is dedicated to the cows of 
East Prussia, and tells their story from the mythical Urkuh of the 
Eddas to the flight from the Russians in August 1914. 

What Agnes Miegel is to East Prussia lulu von strauss und 
TORNEY (1873-1956) is to W'estphalia. One of the best-known col- 
lections of verse in our period is Keif steht die Saat (1926), her 
collected poems and ballads. Her long ballads (hibussa. Das Gericht 
von Calais, Geusenhotschaft, etc.) have great variety both of form 
and theme, and are dramatic rather than lyrical; their exultant tone 
and sonorous rhythm mark her delight in the vigorous life and 
self-assertion of Ixer vividly individualized characters. Her manly 
love of adventure and the open life comes out in her tales of 
peasant life in the lands aroundthe Weser: (1^01), Judas 

(1911; title changed to Der Judashof, 1937) and in her historical 
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tales: Der Hof am Brink (1906; the period is that of the Thirty 
Years War), Lurifer (1907; describes the resistance of peasants to 
the tyranny of the Church), Sieger md Besiegte (1907). There is the 
visionary fever of the expressionists in her tale of the Anabaptists, 
Der jimgste Tag (1921): a consumptive weaver preaches, in 1555, 
the coming of the Last Day, and when it does not come sets the 
village on fire with his own hand. 

HELENE voiGT-DiEDERiCHS (1875-1952) belongs to Heimatkunsf\ 
but, though she lovingly describes the life of the landed gentry 
and farmers in her native Schleswig-Holstein (as in her short 
stories: Schleswig-Holsteiner iMndleute^ 1898) she is a feminist too, 
and in the best sense of the term, in her novels, which reveal keen 
insight into the minds of growing girls, and throw light on the 
interrelationship of mothers and daughters. She has a sense of 
humour to relieve the strain of the tragic conflicts she evolves. 
Into Auf Marienhoff (1925) she weaves memories of the estate of 
the same name where she grew up. The awakening life of maiden- 
hood is her theme in Kegine Vosgerau (1901) and Dreiviertel Sfund 
vor Tag (1905). She deals honestly but decently with the problem 
of the Bhe v(U drift in Bing um Boderich (i 929). Aus Kinderland (1907) 
gathers in her tales told to children. 

In present-day criticism ina seidel (1885- ) is given very high 
rank. She is a member of a literary dynasty: her uncle was Heinrich 
Seidel of l^herecht Huhnchen fame; her brother is Willy Seidel, who 
has been called ‘a German Kipling’ for the sake of his exotic tales; 
she married her parson cousin, who writes too ; and Georg Ebers 
was her mother’s stepfather. As a writer of verse (Gedichte, 1914; 
Neben derTrommel her, 1915 - war poems; Weltinnigkeit, 1918; Nem 
Gedichte, 1927) she has good technique, but is imitative. Her earlier 
novels (JDas Haus Monde, 1917, with its sequel Sterne der Heim- 
kehr, 1923) stand out by their careful and insistent handling of 
woman’s importance in family life; her speciality is the relation- 
ship of brothers and sisters (Bromeshof, 1928; and Bainer, 
1928). More interesting is Das Labyrinth (1922), a painfully Freud- 
ian study of Georg Forster - who first translated the Sanscrit 
drama Sakuntala — as the scholarly German dreamer helpless in a 
world of schemers. His youth in Warrington is described, where 
his father was a teacher - dismissed in due course for freethinking 
- before sailing rotmd the world with Cook, taking his boy with 
him. On their return the father was appointed professor of natural, 
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science at Halle, while Georg taught in a school at Kassel He is 
attracted by Karoline Michaelis ~ later the wife of August Wilhelm 
Schlegel and then of Schelling, and Schiller’s ‘Dame Lucifer’ - but 
marries Therese Heyne, the daughter of the famous Gottingen 
professor of Latin. She is xinfaithful to him, but he forgives her, 
and they go to live at Mainz, where the plot thickens and history, 
with the French occupation, leads the characters deeper into the 
labyrinthine tangle. The effect is somewhat televisionary: there is 
too much grouping of figures familiar to us all as Germanists: 
these figures are vividly portrayed, but too much in the ideal light 
of literary history - even such figures as Schiller’s friend Huber. 
The sting of the criticism should be that, interesting as the group- 
ing of these familiar figures is, it is only so in a sense extraneous 
to the sense of the novel as such: certainly they rob the story of 
concentration on the protagonists : Georg Forster is not so much 
the hero around whom the groups revolve as one of a crowd. 
Moreover, he is depicted as a pathological figure, so that the novel 
has naturalistic Heldenlosigkeit However, the depressing tale does 
give a psychological interpretation of the marital promiscuousness 
of the period - particularly of the tendency of the literary ladies to 
sample poet after poet. Forster himself is of the type of Schiller 
when he wrote Freigeisterei der Feidenschaft - and for the same 
reason: he is so intellectually excited that his sexual activity is 
dormant or spasmodic. The tale ends with Therese living under 
Huber’s protection while Georg goes to Paris as a deputy of the 
Mainz Convention. Here he dies in misery; and ere he dies he 
realizes that life is a labyrinth, through which we grope, with hope 
vanishing, to that terrible mystery the Minotaur - that is, death. 
Ina Seidel’s masterpiece is Das Wmschkind (1930). The hero’s 
mother is the daughter of a patrician family in Mainz; she is 
married to a Prussian officer, whose child - das Wmschkind - she 
conceives in the night before his departure to fight the French 
revolutionaries. He is killed. As the boy grows up the situation is 
that of ParzivaPs mother: the boy belongs to a Prussian family of 
officers; he must fight; he is dedicated to death as his father was. 
The mother’s sister marries a French officer who has risen from 
the ranks; and in time the child of this union, a daughter, is 
brought up with the old grandfather, a man of heroic mould, on 
the Prussian estate. The boy falls in love with his cousin, though 
the French blood in her veins makes her flighty and unfit for a 
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Prussian hero. He is, in the novel’s showing, more than Prussian: 
the great collective ideal for the future is the fusing, say by a kind 
of State chemistry, of German provincial characteristics into a per- 
fect character who will stand for ideal and supreme Germany ; and 
thus in this boy the artistic qualities of the Rhineland are blended 
with the hard metal of military Prussia. Perhaps a more insistent 
burden of the tale is the absolute and the statesmanlike necessity 
of the Prussian military machine, and its essential humanity - in 
the sense that the man is served by the machine, which must no 
more be questioned than the machines in a factory. This doctrine 
of the categorical imperative is developed at immense length and 
with insinuating simplicity. Der Wegohne Wahl (1933) is a. Kunstler- 
roman which develops the theme that the conquest of fate can only 
come by wishing one’s fate. L^nnacker (1938) is a Heimkehrerroman-. 
an officer welded to the ways of the War has to adapt himself to 
the life of peace. But the chief problem is that of the mental peace 
of parsons. 
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THE REGIONAL NOVEL 

R ound about 1900 an attack was launched on the literature 
of town life {Grossstadtroman), and a demand was made that 
writers should turn their backs on the cities -to which for 
the most part they had migrated from the provinces of the country- 
side - and confine themselves to the description of their native 
province: Asphaltkunst should give way to Heimatkmst. Experi- 
ence was to show that this amounted to a return to the Bauemroman 
or the Dorfnmlle ; and as a matter of fact this rural literature formed 
part even of naturalism - certainly in the Lusatian novels of Wil- 
helm von Polenz. The attack was led by three writers - Heinrich 
Sohnrey (a Hanoverian), Fritz Lienhard (an Alsatian), and Adolf 
Bartels (from Dithmarschen). 'H.eimatkmst, they urged, would make 
the novel deutschnational or heimisch-. bom of the soil and redolent 
of the soil (Schollendichtm£)^ national in its ideals as in its traditions, 
whereas the Grossstadtroman was for a great part the purlieu of 
international Jews who would have no literary life oflF the asphalt 
whose stink tiaey loved. (Actually it was a philosophical Jew, 
Berdiold Auerbach, who had given the village tale a classical habi- 
tation in the Black Forest.) The movement, which in England 
produced the regional novels (Hardy for Wessex, etc.), was, how- 
ever, not merely literary but also a spontaneous development due 
to a heightened love of locality; and in Germany, too, the develop- 
ment would have been inevitable without the fanatical propagan^ 
which merely made it conscious of its tendencies. Even the first 
requisite, the change of scene from urban to raral, was illusory: 
for, strictly speaking, a town is just as much Heimat as a village, 
so that the main difference in the new orientation is that whereas 
the naturalistic novel devotes itself to the proletariat and the brain- 
workers, Heimatkmst prefers for hero the homy-handed tiller of 
the soil, stolid and gricdy determined, throwing himself on manual 
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labour (as the hero of Ebner-Eschenbadi’s Das Gmeindekind does) 
‘like a lion on his prey’. We may surely reckon Hematkunst as an 
integral part of naturalistic and impressionistic literature, for it is 
governed by the same cult of externals - the essential thing is the 
rendering of milieu, and character is more than ever shaped by 
surroundings. Definite criteria, by which one might at once class 
a novel as Heimathmst or not, are impossible; generally speaking 
the tiling in the genre is that peasants are idealized. This rules 
out Ludwig Thoma and Josef Ruederer, to whom the peasants of 
t lipir native hills are more or less dirty louts and the more so the 
merrier (for their artistic purpose). 

One tiling is clear : masterpieces must not be expected in regional 
literature. No Thomas Hardy appeared in Germany. The most 
tangible result is the new picturesqueness won for given localities, 
the bringing into relief of racial characteristics, and the stressing 
of the lesson - to be exploited by the Nazis - that the soil is a 
shaping as well as a nourishing force. The trumpet-blowers of the 
movement worked out this doctrine in journalistic polemics and 
in their journal Die Heimat (i 900- ). As creative writers they them- 
selves are mediocre, adolf bartels (1862-1945)5 ^ peasant s son 
born, hke Hebbel, in Wesselburen, wrote a historical novel. Die 
Dithmarscher (1898), in glorification of his native heath; but he 
is best known for the absurd anti-Semitic virus of Ws various 
histories of German literature, fritz llenhard (1865-1929) ex- 
pounded his ideas in Neue Ideale (1901), wrote die regional and 
historical novel Obeflin (1910), Dieder eities Elsassers (1895)5 and 
Lesedramen (some Arthurian), which have thematic interest, heot- 
RiCH SOHNREY (1859-1943), an elementary teacher to begin with, 
has the lovable nature of the genuinely popular writers. He is one 
of those authors, formerly suppressed by supercffious critics, who 
have moved up since 1933. He himself put all his pride in being a 
Volksschriftsteller - a writer not indeed for the masses but for the 
simple in heart, whether rich or poor. Not that he is naive, he 
writes naively because the readers he desires are good in the par- 
son’s sense, and therefore naive. He plainly regards it as the stern 
duty of a Volksschriftsteller to sacrifice his a^stic ided to his soa^ 
ideal. The didactic note is as insistent as in Jeremias Gotthelf s 
writings, but without die Swiss parson’s black vigour of outhne: 
it really amounts to a gospel of salvation by unquestioning labour, 
of slavery to the soil that feeds us, and to the masters set over us 
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by a wise providence. The reward of goodness is a contented mind, 
and sin is punished. What is attractive in Sohnrey’s tales is the de- 
lineation of Hanoverian peasant life and of folk customs (^Brauch- 
tum’). He was bom near Gottingen, in the district which is the 
scene of his best-known sketches. Die Deute aus der L.indenhatte 
(2 vols. : Friedesinchetis l^benslauf and Hutte und Schloss, 1886-7); 
Socialist agitator and the introduction of machinery are shown as 
destructive elements of squire-ridden country life. His peasant 
novels are Fhilipp Dubenkropps Heimkehr (1888) and DerBruderhof 
(1897). 

Of the regional writers with a reputation when the war-cry Los 
vonBerlin! was raised peter rosegger (i843"t9^^) fi^ik pf in- 

ceps. Born in a lonely hamlet in Upper Styria, he had tended his 
father’s sheep in the upland fields between the forests, had gathered 
his education piecemeal, and - too frail for farm work - had been 
for four years a journeyman tailor, roving from farm to farm and 
squatting on farm tables to do his stitching and with eager ears 
taking in a vast store of rural lore and stories. As if by instinct he 
began to write dialect verse and to fashion his simple tales, which 
soon (1864) began to appear in the pages of the local newspaper. 
Die Grasper Tagesposi. From now on, he says: Das Fabelnging alle- 
weil besser als das Nadeln. His first book was a collection of his 
dialect verse, "Zither und Hackhrett (1869), but as a poet he has not 
more than calendar merit. He is at his best in his short stories 
{Allerhand Leute, 1888) and in his autobiographical meanderings 
{Waldheimat, •, Als ichjungnocb war, 1895 ; Mein Weltleben, 1898). 

His novels have the inevitable didacticism of the rural popular 
writer. Die Schriften des Waldschulmeisters (1875), in diary form, has 
something of the Simplieipssimus development: a soldier returning, 
morally damaged, from the Napoleonic wars finds recovery and 
comfort in unselfish service in a forest valley. Der Gottsueher (1883) 
taIrPR us to a medieval village which is under a ban of excom- 
munication because a priest has been murdered: religion having 
perished the community perishes, and the villagers are shown 
groping their way to religious security. ]ah)b derLet^te (1888) ven- 
tilates a grievance of the Styrian farmers : the hero fights against 
the tyranny of the hunting landlords. In Peter Mayr, der Wirt an 
der Mohr (1893) Rosegger blends village tale and historical novel 
- the subject is the revolt of the Tyrolese peasants against the 
Frendh. Erdsegen (1900), Martin der Mann (1891), and Weltgift (i9°3) 
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are Tenden:(romane, In three books Rosegger is a foreninner of the 
expressionist Gottsucher\ the intrusion of the ‘modern spirit^ into 
the idyll of the rural world is discussed in Das ewige Ucht (1897), 
while Mein Himmelreich (1901) and INRJ (1905) define Rosegger’s 
personal attitude to the dogmas of Christianity. INRI (the initials 
represent In Not Bjift Ihn) is really a Life of Christ presented as an 
insertion (Frenssen repeats the device in Hilligenlei): the manu- 
script has been written by a condemned criminal on the eve of his 
execution. In Mein Nimmelreich Rosegger had stated that any faith 
is good so long as it comforts a potential doubter; but his inter- 
pretation of Christianity follows the lead of the new criticism - 
e.g. ‘Virgin’ to him means a girl without lust but not necessarily 
intact. The view that any religion will serve we find again in 
INBJ: Jesus is for any man just what this man needs; a Jesus we 
can love is the right Jesus. 

Graz, the capital of Styria, looms large in regional literature. 
Here was born rudolf hans bartsch (1873-1952), who glori- 
fies his native town in his novel Zmif aus der Steiermark (1908). 
Regional too is Die Haindlkinder (1908). ’Elisabeth Kott (1909) is the 
story of an Austrian actress. The short stories of Bittersusse Liebes- 
geschichten (1910) and Vom sterbenden Kokoko (1909) are popular, 
but tend to be frivolous. [The excellent Gras(er Novellen (1898) of 
WILHELM FISCHER IN GRAZ (i 846-193 2 ; the regional location mark 
is to distinguish him from all the other writing Fischers) are 
archaic rather than regional, though they have regional characters 
such as the Styrian Minnesinger Ulrich von Lichtenstein.] The 
regional writer of Vienna is emil ertl (1860-1935), who wrote a 
cultural cycle: Ein Volk an der Arbeit (1906-26). 

Passing from Austria to Bavaria we find Heimatkunst of Anzen- 
gruber’s type in full bloom in the works of ludwig ganghofer 
(1855-1920). His intimate knowledge of forest life and hunting is 
due to the circumstance that his father was an official in the State 
Forestry Department. He wrote several 'Volksschauspiele (the most 
popular is Der Herrgottschnit^er von Ammergau^ 1880; also popular 
as a short story) and a long series of tales of the Bavarian High- 
lands Qdger vom Eall^ 1883; Der Klosterjdger^ 1892; Das Schmigen 
im 'Walde^ 1899; Schein, 1904). Ludwig Thoma’s (1867- 

1921) Bavarian peasant tales (Der Wittiber^ 1911) we must allot to 
naturalism because to him a peasant is a lousy peasant (see p. 65). 

Switzerland and die Black Forest are the natural home of the 
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peasant tale. Alfred huggenberger (1876- ) follows in the wake 
of Keller; e.g. in Die 'Frauen von Siehenacker (1925), in which a 
strong woman rescues a farm which her weak husband would 
otherwise have lost. Die Bauem von Steig (1912) is the novel of a 
whole Swiss village; short peasant tales are Dorfgenossen (1914), 
Die heimliche Macht (1919), and Der Kampf mit dem L^ben (1926). 
Huggenberger, who, though famous as an author, still worked 
his fai-m related the story of his youth in Der Brunnen der Heimat 
(1927). JAKOB CHRISTOPH HEER (1859-1925) is best known for his 
novels Der Konig der Bernina (1900), the scene of which is the 
Engadine, and Joggeli (1923), one of the novels of youth psycho- 
logy which are a feature of the period. An heiligen Wassem (1898) 
has the mountains of Valais for scene, ernst zahn (1867-1952), 
who kept the railway restaurant at Goschenen on the St. Gotthard 
railway, builds more on mountain scandal than on regional ideal- 
ism {Alhin Indergand, 1901; Die Clari-Marie, 1904; 'LMkas Hoch- 
strassers Haus, 1907). Gewalt iiber ihnen (1929) is a somewhat limp 
study of senile eroticism in an Alpine setting, heinrich federer 
(1866-1927), a Brienz man, reaches a higher literary level than 
Ernst 7.abn. He was a Catholic priest till ill health forced him to 
resign, and this explains the religious mood of his stories (iMch- 
weiler Geschichten, 1911; Berge md Menschen, 1911; Pilatus, 1912). 
The Black Forest is represented by the sturdy figure of heinrich 
hansjakob (1837-1916), the Stadtpfarrer of Freiburg. The son 
of an innkeeper and baker at Haslach in the Kinzigtal, he was a 
classical master in schools, but made himself impossible in this 
capacity by his fighting propensities as a politician; relegated to a 
parish on the shore of the Lake of Constance, he emerged as one 
of the fieriest Ultramontane fighters in the Baden Landtag, and as 
such fought Bismarck tooth and nail in the Kulturkampf. In 1878, 
politically disillusioned, he turned to literature, and wrote his 
rhamning Aus meiner Jugend^eit (1880), which he followed up with 
Aus meiner Studienpeit (i88j). His racy peasant tales are garnered 
in Wilde Kirschen (1888); Schneeballen (1892); Bauemblut (1896); 
En^auem (1899). 

The new aspects of the regional tale shape themselves in the 
north. In Schleswig-Holstein there was a model in Theodor Storm ; 
his tales are not of the peasant type, but he does describe his home- 
land. Particularly he gives us - as Hermann Allmers does in his 
Marschenbucb (1858), the first fine description of this region - the 
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poetry of dikes and dunes^ of Marsch and Geest\ and this is more or 
less the hall-mark of regional literature in 'Schleswig-Holstein meer- 
umschlungen\ The poetry of the dikes we get farther inland, too, 
where the great rivers run low; e.g. in Max Halbe’s Vistula plays 
and in Joseph lauff’s (1855-1933) novel Frau AJeit^ in which the 
dike-law is expounded and the mysteries unfolded of the Deichrolle 
which lies on the table when the Deichgeschworenen are convened in 
committee by the Deichgraf or Deichhauptmann. The grim and silent 
mould of man is the typical hero of timm kroger’s (i 844-1 918) short 
stories: Eine stille Welt (1891); Hein Wieck und andere Geschichten 
(1900); Um den Weg^oll (1905); Aus alter Truhe (1908). 

World-famous as the novelist of Schleswig-Holstein is gustav 
FRENSSEN (1863-1945). More specifically his region is Dithmar- 
schen. Born at Barit, on the North Sea coast, as a carpenter’s son, 
he was for ten years a parson in his native province. His first 
novels. Die Sandgrafin (i 896) - which already unrolls its pageant of 
dikes and dunes - and Die drei Getreuen (1898) fell flat; his third 
novel, ]drn Uhl (1901), provided the regionalists with the pattern 
that justified their theories and its author with a princely income 
~ for it sold in hundreds of thousands. We follow the fate of Jorn 
Uhl from early boyhood at die Uhl^ the extensive farm in the 
alluvial Marsch which has been in the possession of his family for 
generations. Both his father and his three elder brothers are lazy 
drunkards; and Jorn, whose bent is to study, has to work like a 
slave in a vain effort to save the farm from being seized by creditors 
with keen eyes on a rich prize. His mother, who had died young 
giving birth to his sister Elsbe, had come from a farm on the 
sandy Geest^ where the land rises above the fat loam of the Marsch^ 
and Marschbauern and Geestbauern are contrasted as racially difierent : 
the gipsy-like, red-haired stock who till the heathery Geest are of 
Wendish origin, while the farmers of the Marsch are pure Nordics, 
with rye-coloured hair and broad faces. Frenssen provides a racial 
surprise by elevating one of the farm-hands who had come from 
a Geest family to possession of the Uhls’ ancestral ferm; but his 
theme is that the superior stock is prone to sloth begotten by 
inherited wealth, while the people are hard and canny. Jom’s 

desperate struggle to save the farm, the corruption of his family, 
and his own i^al salvation by his engineering bent - freed from 
the nightmare of the farm he goes to the Technical College at 
Hanover, and ends by helping to build the Kiel Canal - follow 
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pretty closely the model of Sudermann’s Frau Sorge-, and David 
Copperfield obviously provides the story of Jom’s sister, who 
goes astray like little Emily, and is sought for in strange places by 
her weird uncle from the Geest. The construction is very poor: 
the characters have the habit of telling stories which are mosdy 
irrelevant to the main theme and nullify characterization by being 
in the author’s language, not in that of the character; what results 
is a farrago of folklore embedded in a story which might be en- 
thralling but for this anecdotal discursiveness. There are pages and 
pages of parson’s preaching - already sporadically anti-Christian. 
What d elighted readers in the first onslaught of the regional craze 
was the boisterous face-to-face style of the narration, and this cer- 
tainly is often excellent, particularly where it reveals the mentality 
of children; but this style is taken over from Bjomson’s peasant 
tales. (This style of Jorn UMh later seized and distorted by H. F. 
Blunck, who obviously claims it as the native saga style of Schles- 
wig-Holstein.) There is of course a healthful tone in the book, and 
the showing up of race-proud wastrels is in the best sense moral; 
as is too, in the author’s intention, the repeated stressing of the 
sexual needs of robust women. If Frenssen is at all original it is 
here, in his bold denial that nature is the devil. In his next novel, 
Hilligenlei (1906), Frenssen unfrocks himself for the sake of nature 
and natural religion. He tmfolds with epic ease of movement a 
picture of life in a hallig, but the action leads up to a Life of Christ, 
modernized in accordance with the higher criticism of the gospel 
story and written by the hero Kai Jans, a freethinking Protestant 
parson whose life of religious speculation and self-sacrifice has 
close affinities to that of the Saviour. The Low German name 
Hilligenlei is rendered as ‘Holy Land’, and the story wistfully belies 
the local legend that some day this grey township by the sea - a 
VtnH of Bethlehem whose Jerusalem is Hamburg - should bring 
forth a saviour of mankind. At thirty Kai goes into the wilderness 
- of Berlin - to ruminate; and here, in the sight of suffering in 
tpnpm pnt houses swarming with criminals and paupers, his faith 
is formed. From the point of view of Church doctrine there is 
marked anti-Christian feeling in the novel (in particular the Virgin 
birth is ridiculed), but the simple ethical teaching of Jesus is 
accepted as spiritualized Socialism, which accepts extra-marital 
cohabitation as human and therefore ‘holy’; thus the inevitable 
robustious woman of the story does not reveal to the man she 
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marries that she has for a period taken the place of an invalid wife. 
The construction is again poor: the main theme (the regeneration 
of society by a modernized and secular Christianity) fits awkwardly 
into a multiplicity of loosely connected incidents extraneous to 
the plot of the story. As literature this best-seller can only be 
placed low: it is ruined by its rank preaching. The demand for 
sexual experience as healthful belongs of course to the hygienic 
doctrine of the period; but the way in which it is here defended 
tempts one to call Hilligenlei a dirty book. There is again a lack of 
originality: apart from the coincidence of an inserted L.ife of Christ 
here and in Rosegger’s JNEJ, which is dated 1905 - this may of 
course be accidental in either case - the superimposing of the 
religious element on the delineation of the Hilligenlei people as pre- 
tentious provincial fools, ludicrously credulous and easily swin- 
dled, seems grafted from Gottfried Keller’s Seldwyla tales. Peter 
Moors Fahrt nach Sudwest (1907) has interest as a description of the 
campaign against the Herreros. The technique is again specifically 
that of Dickens: secondary characters are actually given more 
prominence than the tortured mystic who is the hero of the tale, 
and Dickens’s device of characterization by the reiteration of idio- 
syncrasies is naively practised. The hero of Klaus Minrich Baas 
(1909) is a modern Dick Whittington. His surname 3 aas’ (our 
English 'boss’) has come to him, with his hereditary qualities (for 
this is a novel of eugenics), as a mark of his domineering nature. 
It is from a village in Dithmarschen, where his father is a farm- 
labourer, that he sets out to make his fortune; and the first scenes 
paint the life of peasants and the glamour of Hamburg, that flaming 
octopus on the horizon. Then Hamburg itself, with Klaus Baas 
climbing the commercial ladder ; the Dutch Indies, a vivid episode ; 
routine in a sleepy market town of Dithmarschen again, at the 
side of a wife constitutionally unfit to be a wife; separation from 
her, Hamburg again, and a masterful struggle for victories in 
trade. Klaus Baas is an idealized democrat; in patrician society he 
is like a fish out of water; he is a merchant pure and simple. It is 
only when his health begins to fail that he returns to the books 
he dreamt of in his boyhood; but for twenty years he has been 
a monster of concentration. He could not have been that if he had 
not been 'full-blooded’ - only the blue-blooded patridans waste 
their time over art, at Florence, and such things ; but his full blood 
had other needs than those of a merchant’s conquests; and these 

M 
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needs, as well as those of the other full-blooded beings with whom 
he comes into contact, are fully and frankly described by an author 
to whom sexual enlightenment is a doctrine vital to the future of 
his race. Otto Babendiek (1926) is in outline autobiographical. With 
Jorn TO/Frenssen shot like a meteor into the sky of fame; and like 
a meteor he fell. Not so much the humanization of Christ in HUH- 
genlei - though this shocked many ~ as the doctrine that healthy 
girls are entitled to sexual experience, in or out of marriage, dimin- 
ished his glory, though not yet his phenomenal sales. He was fair 
game to the critics : they relentlessly detailed how much he took 
from Raabe, or Dickens, or Sudermann, or others. The tendency 
was to give guarded praise to ]drn Uhl as the best of the regional 
novels, while rejecting the rest of his work as mannered and ten- 
dentious. His impressionistic rendering of landscape, however, is 
admittedly fine. His colonial novel Veter Moors Fahrt nach Sudwest 
was appreciated as at least a stirring account of German heroism 
in strange places; and it is indeed a good forerunner to Hans 
Grimm’s South African fiction. With the advent of the Nazis to 
power this critical evaluation rushed to the other extreme: Frens- 
sen, the Germans were told, is one of the prophets of the racial 
doctrine, and one who cast away the Jewish leaven of religion and 
sought for the free Christianity he interpreted in his Dorfpredigten 
(1899), in Hilligenleiy and in the tractate Der Glaube der Nordmark 
(1936). A final verdict must be left to time. 

The Battle of Jutland, in German credence the first great naval 
victory of the Reich, is bound to be legendary. Here fell gorch 
FOCK (1880-1916), the accredited writer of tales of North Sea 
fishermen and sailors (Seefabrt ist Not^ 1912; Hein Godenmnd^ 1912; 
Fahrensleute^ 191 5). Not a native of Hamburg, but one who wrote 
the famous novel of Hamburg life Die Hanseaten, is rudolf herzog 
(1869-1943). (The first two novels of business life in Hamburg, 
Ernst Willkomm’s Keeder md Matrose and Banco^ both 1857, fol- 
lowed close on Freytag’s pioneer Breslau tale, Soli md Haben^ 
1855). As a regionalist this writer’s habitat is rather his native 
Rhineland (he was bom at Barmen), and this district is the back- 
ground of his Die vom Niederrhein (1903), Die Wiskottens (1905; 
the Ruhr industries), and Die Stoltenkamps und ihre Frauen (1918: 
the epic of the Krupp dynasty). 

The writer who aimed at representing Hamburg and all its out- 
lying lands with its history back to mythical man is hans friedrich 
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BLUNCK (1888- ). He had a meteoric rise, but is now a faded star. 
As a novelist Blunck began by gamering the impressions of his 
travels in South America: Die Weihsmuhk (1927) and l-and der 
Vulkane (1929) describe the life of German colonists and their 
descendants in Brazil and Central America respectively. He aimed 
at cloudy heights of literature with two novel trilogies, Werdendes 
Volk (1933) and Die Urvatersaga (1934) ; the first pictures the evolu- 
tion of the German people by showing the inception and the suc- 
cessive phases of their religious and cultural convictions; the 
second shows three successive phases of the search for the national 
God. S telling KoMnnsohn (1923), the first volume of Werdendes 
Volk, has its scene in the marshes round Hamburg and on the 
North Sea with the encircling lands. The second member of this 
trilogy, Hein Hojer (1919), is wearisome: it shows Hamburg at the 
height of its power as a Hanse dty, and there is a stirring descrip- 
tion of the Battle in the Hamme (the theme of one of Lhiencron’s 
ballads), in which the peasants of Dithmarschen slaughtered the 
knights of the Dukes of Holstein. The girl who, in male attire, 
follows the hero, is less convincing than her prototype in Kleist’s 
Kdthchen von Heilbronn or Conrad Ferdinand Meyer’s Gustav Adolfs 
Page. Berend Dock (1921), the third of the series, is a blend of three 
legends; The Flying Dutchman, The Wandering Jew, and Doctor Faust. 
The hero, Berend Ohnerast, rebels against God, but, since he is 
a God-seeker, he yearns to find and question Him. The cultural 
enclaves in this mass of matter have interest for students: the 
revolt of the Sprachgesellschaften against Alamode, die be ginning s of 
the opera in Hamburg, etc. Hebbel’s drama Moloch was intended 
to show the birth of religion and culture in the m3^cal period; 
Blunck attempts the same desperate task in the trilogy Die IJrvdter- 
saga. In this type of novel he had been directly preceded by the 
Danish novelist Johannes V. Jensen. But while Jensen’s myths 
have die simplicity of tales told to children those of Blunck are 
tangled and self-contradictory, and too burdened with that solar 
myth nonsense which is the shaking foundation of Nazi philo- 
sophy. Gewalt uber das Feuer (1928), the novel of the Glacial Period, 
relates the myth of a German Prometheus, Borr, who captures fire 
to guard by night the mouth of the caves where his people dwell, 
after which come the first blessings of dvilization, damp clay 
hardened by the hearth, the first bow and arrow, the taming of 
the wolf to be a dog. In Kampf der Gestime (1926), the novel of 
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the Stone Age, the hero gives his people sun-worship in place of 
their old moon-worship; the events symbolize the age-old urge 
to the South and the sim of the Germanic race. In the tale the 
worshipper follows the red sun-shield^ till he sees it rest on icy 
mountains; he cannot capture it; and so the change between day 
and night, life and death, must endure. Streit mit den Gottern (1925), 
the novel of the Bronze Age, defaces the clean-cut legend of 
Wayland the Smith by contaminating it with motifs from other 
legends. 

HERMANN LONS (1866-1914) is honoured as one of the heroes of 
the War - he fell before Reims in September 1914. He had pro- 
claimed that Nazi doctrine which we see foreshadowed in Blunck’s 
weltering trilogies ; ‘We Germans’, he writes, ‘make out that we 
are Christians, but we are nothing of the sort, and never can be. 
For Christianity and race-consciousness are as incompatible as 
Socialism and culture are.’ Since the War Hermann Lons has been 
idolized in Germany much as Rupert Brooke has been in England; 
and the culmination of the cult was his re-burial, twenty years 
after his death, on the Liineburg Heath, the region he so lovingly 
described. As a lyric poet (Der Heine RosengarUn, 1911) he wrote 
songs which have the freshness and sometimes the vogue of Vo/ks- 
lieder, but he is best known for his descriptions of the heathlands 
he loved {Msin ^iines Buck, 1901 ; Mein brames Buck, 1907), for his 
descriptions of animal life (MMmmelmann, 1909), and for his peasant 
novels: Der let^te Hanshur (1909); Da hinten in der Heide (1910); 
Die Hauser von Ohkndorf (1917). His most famous novel is Der 
Wehrwolf (1910), which combines regionalism and history in the 
way of Lulu von Straxxss und Tomey, another Westphalian region- 
alist. Actually Der Wehrwolf is more regional than historical; for, 
though it gives a vivid picture of the whole course of the Thirty 
Years War, it limits the scene of action to the Liineburg Heath 
with Celle, the old capital of the Dukes of Brunswick; and the 
intention is obviously to show the sterling qualities of the heath- 
dwellers (^‘Haie^er’) through the ages : we see these blond Nordics, 
‘tough as eel-leather’, displacing the scattered aborigines, helping 
their neighbours of the Teutoburger Wald to defeat Arminius, 
helping Weking (=Widukind) to make mincemeat of the Franks, 
and finally turning Oiristian, though the horse’s head sacred to 
Wodan still stands out on the gables of their farm-houses. The 
^ Represented by the swastika; see p. 366. 
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title is a homonym which serves to enforce the idea of these 
German tribesmen: the law is with those who defend hearth and 
home from those who nominally are in the service of the law; 
when their farms are plundered, when their womenfolk are viol- 
ated by successive waves of marauders from both sides and all 
armies, all equally ferocious, they entrench themselves in the peat- 
moss and destroy the straggling bands as they come for spoil. 
They are, it is true, men turned to wolves; but they are wolves 
defending the law, not outside it; indeed they pronounce and 
execute judgment in the old tribal way in open court on the heath 
QDing auf offner Heide^), The interest never flags - it is essentially 
a boy’s book like Hereward the Wake\ if there must be criticism it 
might be that it consists of endless repetition of the opening scene 
of Simpli'^ssimus^ and that, justified as the endless killing is, there 
is a feeling that it is, if not a natural taste, at least an acquired one. 

The best-known regional novelist of the Rhineland is josef 
PONTEN (1883-1940), who hails from the Eupen district. In his 
novel Siehenquelkn (1908) he describes that part of the district 
which was ceded to Belgium after the War. In his novels and tales 
(particularly in the novel Der hahylonische Turm^ 1918) he contrasts 
the man of feeling with the man who strives for financial and 
social success ; he has thus a cultural message, which comes out 
best in his monumental work Volk auf dem Wege, The first volume. 
Die Vdter %ogen aus (1934) begins with the destruction of Speyer 
by the French in 1689; those rendered homeless go to Russia and 
settle on the Volga. The second volume, Im Wolgaland (1933), one of 
the great AMslandsromane of recent years, is the chronicle, reaching 
to the time before the beginning of the War, of their colonist work 
and of their fighting with marauding hordes from Asia, against 
whom they serve as a bulwark. The third volume, Rheinisches 
Zwischenspiel (1937), describes the visit to Germany of a teacher in 
the Volga colony. Ponten is one of the best writers of more or less 
expressionist or fanciful short stories: Die Bockreiter (1919); Der 
Meister (1919); Der Knabe Vielnam (1921); Der Junking in Masken 
(1922); Der Gletscher (1923); Die letvfe Reise (1923); Der Urwa/d 
(1924). 

Silesia is represented in Heimatkunst principally by Hermann 
Stehr, though in his work it is a secondary element, paul keller 
(1873-1932), who lived in Breslau, is first and foremost a popular 
writer, but there is a leaning to Silesian Marchen and saga in his 
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work, together with naturalistic environment i^aldwinter, 1902; 
-Dk'ketmat,i^oA-,Der SohnderUagar,\c)o^. , , , ^ 

The emigration of the original Swabians who founded the Ger- 
man colonies in Hungary and their struggle to keep their German 
speech and culture is described by adam muller-guttenbrunn 
(1852-1925) in his novels T)iB Glocken der Heimat (1910) and in ms 
trilogy of historical novels Der grosse Schwaben^^g, Barmher^iger 
Kaiser, Josef der Deutsche (1913-16). He launches out in the accepted 
German fashion against the oppression of these long-suffering 
colonists by the Hungarians in Gbtv^endammerung (1908). In Sem 
Vaterhaus (1928) he describes his youth in Hungary. His Meist^ 
Jakob und seine Kinder (3 vols., 1919-^^ spins its story round the 
tragic figure of Lenau, the German-Hungarian poet. 



XV 


THE NOVEL 
OF EXPRESSIONISM 


P olitically the First Great War marks the end of a period, 
‘the Age of Imperialism’, which began with the accession of 
Kaiser Wilhelm II in 1888. In literature the War is a dis- 
turbing force, but it does not mark a break in development; it 
accelerated and intensified expressionism, which had begun before 
1914.^ The War literature itself is either naturalistic or expression- 
istic, or both at once. Expressionism is only the naturalism of 
writers who again select their reality as the poetic realists had 
done, and who flood their reality with their own passion. There 
is the same reversal of fashion in literature as in abstract thought 
and painting: just as Ibsen is eclipsed by Strindberg and Wede- 
kind, Manet and Renoir yield pride of place to Van Gogh, while 
the ideas of intuition as certainty, of life as movement, of the ilan 
vital, of creative development, come in with the acceptation of 
Bergson, and are reinforced by the phenomenology or reine Wesens- 
schau of Edmund Husserl.^ 

The naturalists had aimed at photographic reproduction of 
nature; the cry of the expressionists is: Los von der Natur! The 
naturalists had been, in intention, outside what they described 
(though, of course, their sympathies appeared in their choice of 
matter); and their matter might be in its presentation as dull as 
life; in other words, the matter was not animated (theoretically) 
by mind {Geist). The e:^ressionists demand both feeling and mind: 
in other words they are both passionate and brilliant. They put 

1 The term Expnssiomsmus was first used iu 1911 by Otto zur Linde as a 
label for the Charm group of poets in their opposition to impressionism. 
Amiruckshmst (as against Eindruekshmst for ‘impressionism’) is a synonym, 
^ See p. 442. 
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their own passionate heart into their matter and flood it with 
light; that at least is their intention. ‘Be ecstatic!’ they cry; and 
the result is Rauschkunst^ which expresses das rasende "Leben, life in 
fevered haste to exhaust existence. Since, as Bergson teaches, only 
time that has lived has permanence, and since there is no life with 
sluggishness of heart,^ the expressionists live their life with a fiery 
heart full to overflowing; and their expression of this life is ‘m 
geballter Schrei’, a clenched cry of ecstasy, a spate of ideas too fierce 
and young for dignity, so rushing and rapid that they would be 
profaned by beauty of form - there can be no calm and patient 
shaping in the white heat of ecstasy. In short, the idea is to give 
the palpable essence of things, their qualities sharply intensified, 
not their appearance in reality. 

The expressionists cry for a more real reality; but to them reality 
is not the outer world, it is the inner world of thought and vision. 
Thought is real, for it exists. The momentary semblances of natur- 
alism are not real; what is real is not the image of time, but the 
very essence of it. The outer world presents itself through the eyes 
of the mind; but what the expressionists render is not reality as 
seen by eyes, but as seen, with the eyes as a gateway, by the mind. 
The expressionist creates his vision just as the composer creates 
his music: neither need be anything like anything ever heard or 
seen in nature; but they exist, for they are seen and heard. Art 
reproduces things seen, i.e. art is vision fixed on paper or in marble 
or in colours. But what is vision? The eye is an intermediary be- 
tween the outer world and the mind: the eye passively receives the 
vision of reality, but conveys this vision to the mind, which actively 
receives, i.e. transforms this reality - differently according to indi- 
viduality. There is an apparent distortion (the eye of the body 
cannot see all four sides of a cube at the same time, the eye of the 
mmd can), but the image attempted - all representation in space 
of inner vision can only be approximate - is that of an mstant- 
aneous conception inwardly visualized. In literature much of this 
expressionistic distortion might be traced back to the unanisme of 
Jules Romains, who (e.g.) visualized the morning debouchement 
at a dty railway station ‘as poured out of a bent full bottle’s neck’, 
or said of a man and wife in bed (Parisian gourmands no doubt) 
that their bellies ‘swell out towards each other like two clouds’. 
It is not far ftom this to Hanns Johst’s description in Der Konig, 
‘ See pp. 94, 104, 307. 2 See p. 301. 
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one of the typical expressionistic plays, of streets filled like bowels 
with dysentery. 

The ethics of expressionism can be stated in a few catchwords. 
^Nichtich^ sondern or ^Wirhewusstseird ^ means altruism or love of 

others. Freethinkers, but thrusting forward a fanatical pretence of 
religion, the expressionists are "seekers of God’. They claim to 
have the ecstatic belief in God of Klopstock, the ecstatic faith in 
humanity of Schiller in his green youth ; in their cry for the brother- 
hood of races and the reconciliation of races they repeat Schiller’s 
Millionen^ seid umschlmgenl They accuse the pre-War Germans of 
having gone to sleep on Tragheitdes Herzens; this state they replace 
by bewegte ¥ulle des Herzens. That man is an intermediary form be- 
tween two kingdoms {em Zwischenwesen ^eter K.eiche) is expressed 
by the idea of das dritte Ketch explored by Johannes Schlaf in the 
trilogy of novels thus called, but discussed, too, by Ibsen in 
Emperor and Galilean^ and logically involved in Lessing’s T>ie Er- 
f(tehung des Menschengeschkchts , Wandlmgy or moral transformation, 
may be explained as psychic discontinuity, and no doubt owed 
something to Freud: there is in all of us a series of T’s’ any one 
of which may come to the surface as another is submerged. The 
enthusiasm for freedom takes intense symbolic form in the fre- 
quent use of the son-father conflict.^ Post-War youth held their 
fathers responsible for the War, but the revolt against parental 
authority had long been brewing — it went with the swift growth 
of the Jugendhewegungy which sent the youth of the country hiking 
in gay bands. 

There is plenty of expressionistic ethics and form in the later 
work of the impressionists : psychic discontinuity, for instance, in 
Wassermann’s cycle Wendekreis. God-seeking takes the direction 
of Wodan-finding in the novels of racialists such as Blunck and 
Hans Grimm. But the expressionists proper are those who begin 
as such and practise, in varying degrees, that discontinuity of form 
which reflects the leaps and flashes of life. 

The programme of the expressionists was proclaimed by kasimir 
EDSCHMiD^ (1890- ) in tJber den dichterischenExpressionismus (1919); 
he demands, not "rockets’, but (in harmony with Bergson’s theory 

^ This conflict begins earlier and with a more reasoned sociological import 
in Samuel Butler's The Way oj All Flesh; here the father represents *the con- 
scious' (acquired qualities, tradition), and the son *the unconscious'. 

2 = Eduard Schmidt (bom Darmstadt). 

M* 
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of emotion as permanent) dauernde Erregmg; i.e. a work of art must 
be one whole ferment of ecstasy; and this fever of excitement is in 
his tales ; his aim, expressed in a passionate image, is : 'das Leben 
furchtbar packen wie eine mendliche Geliebte\ These words occur in 
his collection of short tales Das rasende Leben (1916). There is the 
same ferment of ecstatic feeling and style in another collection of 
tales. Die sechs Mundungen (1915)- actually the pioneer work of ex- 
pressionistic prose -, and in the novels Die achatenen Kugeln (1920), 
with their scabrous eroticism, and Die gespenstischen Ahenteuer des 
Hof rats 'Brustlein (1926; title later PourtaJes Ahenteuer^ 1947)5 while 
Lord Bjron; Koman einer Leidenschaft (1929) probes into the poet’s 
passion for his half-sister. Edschmid began to free himself from 
expressionism in Die Engel mit dem Spleen (192 3), a novel in E. T. A. 
Hoffmann’s manner. The reversal is complete in the novel Sport 
um Gagaly (1927), a glorification of the sportsman’s life, and in 
Edschmid’s numerous travel books from Dasgrosse Keisebuch (1926) 
2in.diBaskeny Stiere^ Araber (1926) to Bmte Erde (1948). The tales of 
Hallo Welt (1930) and the novels Deutsches Schicksal (1932) and 
Das Sudreich (193 3) have this multi-racial texture, while Feine Leute 
oder die Grossen dieser Erde (1930) with its pitiless exposure of inter- 
national high finance on the Lido, interweaves geographical en- 
lightenment with its portraiture of scamps and their loosely living 
women of the haute elite. In his later work this gesundeter Expres- 
sionist stands out as an inveterate globe-trotter, and his matured 
philosophy of existence is a sane and practical internationalism. 
He is at his best in his books of Italy: Italien - Lorbeer, Land und 
Lubm (1935), Garten^ Manner und Geschichte (1939), and in his des- 
cription of tropical lands: Afrika - nackt und ange^ogen (1930), 
Glans^ undElend Sudamerikas (1931). Some of the best of his work 
is his latest: the four short stories of Ins Diamantental (1940); his 
biography of Albert Schweitv^er (1949); his novels Das gute Kecht 
(1946), which has an autobiographical substratum, Der Zauberfaden 
(1949)5 ^ chronicle of the Rhineland silk industry, and Wenn es 
Kosen sind^ werden sie bluhn (1950), the hero of which is Georg 
Buchner, whose works he edited. 

KLABUND (1891-1928), a native of Crossen on the borders of 
Silesia and the March of Brandenburg, devised his exotic-looking 
pen-name — his real name was Alfred Henschke - by a shortening 
of Kla(bauternsann) and {Vagd)bund, He was the type of vagrom, 
never-satisfied poet sketched in Rilke’s poem DerFremde^ collecting 
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impressions of towns and women to weave into ever-changing 
moods of verse or prose. He died young - of consumption - at 
Davos; and his expectation of death lends pathetic interest to such 
a nostalgic prose reverie as Herhstliche Wandermgy which reveals, 
too, the passionate love for him of a young actress who sought 
from him that enrichment by suffering which d’Annunzio had 
given to Eleonora Duse. Generally speaking Klabimd's lyric poetry 
is derivative and often forced, but he is a skilled translator and 
adapter, particularly of Oriental poetry (Dumpfe Trommel md he- 
rauschtes Gong^ 1915 ; Ll-Tai-Pe, 1916; Das Sinngedichf des persischen 
Zeltmachers^ etc.). It is as a weaver of Oriental visions that he 
is likely to keep his place in literature. His Chinese drama Der 
Kreidekreis^ produced by Reinhardt, was the literary success of 
1925 ; Elisabeth Bergner played the heroine and after the first per- 
formance Klabund kissed her hand on the stage. The very pearl 
of his Oriental dreaming is, however, Der let^te Kaiser (1923), a 
short story which, with the colouring and delicate tracery of 
Chinese painting, tells how the last Emperor immolated himself 
at the first shock of revolution on the altar of the goddess of 
chastity. This dainty chinoiserie is recent history and yet mdrchenhaft 
with its willow-pattern scenery, its camel-back bridges, its kites 
and eunuchs and mandarins. And - the dragon snatching the fairy 
- there is at the end the blatant blast of Communism in the raw 
raving of a common soldier guarding the filigree palace. There is 
Communism in other work of Klabund’s: the short story S forte- 
beckery for instance, the hero of which, a North Sea pirate familiar 
from ancient ballads, is presented as one whose aim is the welfare 
of the people; and though his ‘red flag’ goes down it will return 
to regenerate the world. Stortebecker is remarkable for its style - 
short paragraphed dialogue and the rush of a film scenario - and 
also for its preaching of the Wodan cult and its idealization of the 
Frisians round Hamburg as the perfect type of German fighter 
and rebel. The Novellen appeared in Klabunds Karussell (191 3), Der 
Marketenderwagen (1916 - mostly War experiences), Die Krankheit 
(1916 - stories of Davos). 

One of the leaders of the expressionists was ren^: schickele 
(1883-1940). An Alsatian with a French mother, it was natural that 
he should have that comprehension of French mentality which is 
the mark of the Alsatians. He probes the problem of Alsace in his 
drama Hans im Schnakenloch (1916) and in the sequence of novels 
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Das Erbe am ‘Khein: Maria Capponi (1925), Ulick auf die Vogesen 
(1927), and Der Wolf in der Hiirde (1931). Before World War I 
broke out he was editing the expressionist review Die weissenBldtter 
in Berlin; and during the War he edited it as a refugee in Switzer- 
land. Here, on the Swiss side of the Lake of Constance, he was 
the centre of that group of writers who were launching anti-war 
literature: here Leonhard Frank’s Der Mensch ist gut was evolved. 
Schickele’s BenJkal der Frauentroster (1914), a prophetic picture of 
the War written just before it began, would alone have made him 
an outlaw in Germany: it shows the idiocies of war by the experi- 
ences of the hero, who is called ^comforter of women’ because he 
reveals their sufferings. For English taste there is too much harp- 
ing on women’s physical need of husbands : actually an army of 
wives in the capital go on the street by way of protest; and when 
the Central Power is beaten by the Kremmen (= Russians) they 
lead the revolt of the proletariat against the military caste. Benkal 
himself miraculously blossoms out from a drunken loafer into a 
sculptor whose speciality is the female figure; and women feel 
strangely comforted and saint-like when they gaze on the religious 
ugliness of these shapes which compel reverence for the deformity 
of mother. His mistress is a famous dancer, who disappears when 
she realizes that she is dying; the motif is that of Vicki Baum’s 
Menschen im Hotel With Aisse (1916) Schickele provided his type 
of expressionist Novelle: its style apes the chaste distinction of 
the French eighteenth-century erotic conte^ and already shows 
Schickele’s peculiar weaving of suddenly strange vision and sym- 
bol into a prose pattern. The tale appeared in the series Der 
jungste Tag, in which Edschmid’s Das rasende Eeben and other 
pioneer expressionist work first saw the light. 

With Rene Schickele as the interpreter of Alsace and the apostle 
of cultural blending should be paired otto flake (1882- ) as the 
representative of Lorraine (he is a native of Metz). He is, however, 
not so much an expressionist as one of those (Albrecht Schaeffer, 
Josef Ponten, Frank Thiess and others), who, while influenced by 
expressionism, are in the main impressionists and naturalists. In 
the preface to his novel Die Stadt des Hims (1919) he proclaims the 
manifesto for the new novel; everything that is not intellectual is 
to be eliminated, that is, narration of consecutive action, discussion 
of middle-class problems, description of milieu and landscape, sen- 
timent of any kind. This programme points forward to the Proust- 
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ian pattern of MusiFs Der Mann ohne ’Eigenschaften, Flake’s most 
personal novel is Montijo oder die Suche nach der Nation (1931), the 
tale of a German Spaniard who opts for German culture. Flake 
himself is a cosmopolitan who roams the wide world over for 
scene and characters: his novels Ruland (1922), Vi//a USA (1926), 
etc., range from Alsace to Petersburg. He had begun with a de- 
nunciation of the tyranny of the school: Freitagskind (1913 ; in later 
editions Fine Kindheit)^ but passed over to a strikingly masculine 
handling of erotic problems in (particularly) Der gute Weg (1924): 
the men, coldly calculating, dominate the women. Nein md Ja 
(1920), with its scene in Zurich, has a curious interest for its por- 
trait of the dadaist Hans Arp. 

LEONHARD FRANK (1882- ), a Wurzburg man, has been classed 
as a "vulgarisator of expressionism’, and he is at all events an easy 
approach to the expressionist style, but only because he tells a 
story which is plain and often exciting in spite of the tricks of 
discontinuity of the new manner. The son of a journeyman car- 
penter, he began as a factory worker, and in all his work he is on 
the side of the proletariat, to him the salt of the earth. His first 
success was Die Kauberbande (1914); it describes with uproarious 
humour the escapades of a band of youths whose heads have been 
turned by the Wild West stories of Karl May; sexual awakening 
and Red Indian pranks make a brand of natural filth and Romantic 
idiocy. In Die Ursache (1915), an attack on capital punishment, a 
teacher is murdered by a former pupil in revenge for the damage 
done to his character at school, which unfitted him for life. Der 
Mensch ist gut (1917) constitutes in substance an anti-war tract, 
ghastly in its e^diibition of suffering, which was credited with 
having very seriously weakened German morale on the home front ; 
it was one of the miracles of the war that, in spite of its message, 
it found its way all over Germany. In Der Burger (1924) a human 
soul is damaged by existing society ('die bestehende Seelenmord-GeselU 
schaftsordnung^): a man is paralysed in youth by his father, his 
teachers, and finally by the social community, for which he has 
been unfitted by his training; he may, by conforming, accept the 
conventional moulding, but he is then merely a standardized pro- 
duct of the social machine, not a shaping spirit with the daring 
zest of his own native originality. In Das Ochsenfurter Manner- 
quartetf (1927) we meet the old Rauberbande once again in Wurz- 
burg, middle-aged men now, impoverished by the war, and with 
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the Spirit of adventure knocked out of them. Karl und Anna (1928) 
is one of the most original of the Heimkehrerromane: two soldiers, 
Karl and Richard, are inseparable companions on the eastern front; 
and in the lone watches Richard describes his wife and their mar- 
ried life so intimately that Karl has every detail imprinted on his 
mind. Karl gets home first, and his resemblance to Richard enables 
him to impersonate his comrade. Anna suspects ; but - and here is 
the real theme of the tale - Karl has the very soul of a lover, and 
as a woman she is won: she yields to love, not to a husband. 
Richard returns; and Karl and Anna leave him to his misery and 
set out to find a new home. Karl has seen a star in the east and 
followed it and found it; Richard has longed for his bed-mate, 
and lost her. Bruder md Schwester (1929) once again proves the 
uncanny fascination of incest for German authors - from the 
Gregorius of Hartmann von Aue onwards. Flagrantly communistic 
is Die Junger Jesu (1950) : once more as in Die Rauherbande a band of 
youths turn robbers to serve the ends of justice; what they steal 
from the rich they give to the poor. In Die deutsche NoveJle (1951) 
a baroness falls into the power of her servant; she shoots him and 
herself. Links wo das Hert^ ist (1952) rolls out the saga of Leonhard 
Frank’s own life in the form of a novel with, in places, scant regard 
for elementary decency. 

Leonhard Frank’s favourite theme of the ruin of man by society 
is feverishly and in dithyrambic Nietzschean prose demonstrated 
by HERMANN BURTE (1879- ) famous novel Wiltfeber der 

ewige Deutsche (1912) : the hero, a Herrenmensch^ perishes because he 
cannot adapt himself to the pettiness and disgrace of life. Wiltfeber 
is a symbolic distortion of Weltfieber, the disease of Germans, 
who roam away from dying villages to the wastes of the outer 
world and to the stone wildernesses of cities. This picture of the 
city as a ferment of decay {Verwesungsstdtte\ infected with the virus 
of Marxism, is Nazi doctrine before the War, and the strange thing 
is that already in this tale of a lost German in quest of his home- 
land the swastika is proclaimed as the symbol of regeneration. 
The German nation, we read, is ^entrasst und entgottet^ von einer 
fremden Rasse unterworfen eimm fremden Gotte\ Christ is described as 
one who conquered Judaism in Himself ; der Widerjuden Grosster 
ist der Christ\ The first task of the German is to recover his racial 
purity, to return to primitive Germanity, and to escape from the 
heritage of Rousseau, who from his filthy mouth blew the breath 
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of pestilence over the world. In Burte’s dramas there is the fanatical 
cult of the German conception of duty as sacrifice of self to the 
state. The hero of Katte (1914) is the friend who tried to arrange 
the escape from prison of the Crown Prince of Prussia, later 
Frederick the Great. Frederick is forced to watch Katte’s execu- 
tion. The play is a Pfiichtdrama, and so too is Herzog Ufz (i9i5)- 
The hero is that Duke Ulrich or Utz of Wurttemberg who, as we 
know from Hauff’s 'Lichtenstein, slew Hans Hutten. He has dis- 
graced himself as a man and as a prince by going down on his 
knees to crave from Hutten the body of his wife. This lady denies 
herself as Hutten’s wife, but is willing as Hutten’s widow; Uhrich, 
however, ripened by the events, sacrifices love to princely duty. It 
might be interesting to compare Burte’s third play, Simson (1917), 
with that of Herbert Eulenberg on the same subject: in the latter 
Samson is a grandiose symbol of the degradation of man to beast 
by woman, while from the mass of detail of Burte’s play only the 
strong man’s sacrifice of himself to his race emerges. If Schiller 
had completed his Warbeck tragedy, he would have adhered to 
the historical concept of the hero as a pretender; for Burte in his 
'Warbeck (1935) his hero is the genuine heir to the throne and the 
last scion of the house of Plantagenet; he abandons his rightful 
claim because to achieve it would mean war. As a lyric poet Burte 
made his mark as a sonneteer (Patricia, 1910; Die Flugelspielerin, 
1913). Though a native of Baden, Burte is classed as an Alemannic 
poet, and as such he has emulated Johann Peter Hebei in his books 
of dialect verse (Madlee, 1923 ; Ursula, 1930). 

The ground-work in the novels of Alfred doblin (1878-1957), 
a physician in Berlin, is science and philosophy. He came to the 
fore during the War with his Qiinese novel Die drei Sprmge des 
Wang-Lun (1915); the son of a Qiinese fisherman founds a sect of 
the poor in spirit and teaches that ‘to be weak, to endure is the 
pure way’; the hero ‘jumps’ from passivity, which is holiness, to 
action, and back again to holiness. Doblin’s long historical novel 
Wallenstein (1920) is still actuated by Qiinese philosophy; but here 
the problem of to do or not to do is represented by the contrasted 
characters of Wallenstein as the principle of action and the patho- 
logically conceived passive Emperor Ferdinand. Wadk^ks Kampf 
mit der Dampfturbine (1918) comes to epic grips with machinery; 
Berge, Meere und Giganten (1924) in a nightmare of activity raging 
mad gives us the age of the superman with machinery supreme 
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A.D. 2700-3000. The technological novel had scored its most 
popular success with bernhard kellermann’s (1879-1951) Der 
Tunnel (1913), in which the building of a tunnel under the Atlantic 
is described. But while Der Tunnel uses engineering in Jules Verne’s 
way to provide the elements of an exciting story, "Sterge, Meere und 
Giganten subordinates the story to the problem of the mechaniza- 
tion of the cosmos ; it is the idea of Samuel Butler’s Erewion that 
machinery is destined to become master of man. As the slave of 
machinery, man goes to battle with nature; with the fire of Ice- 
land’s volcanoes he frees Greenland from ice; but nature turns on 
him and puts him in his proper place - down with the beasts of 
the earth; the Wandlung to a new humanity is not to be achieved 
by an ascent of man to God over an enslaved nature but by a 
humble return of man to nature. Berlin Alexanderplat^ (1929) is 
notable as the first thorough-going German imitation - after 
Jahnn’s Terrudja (see p. 404) - of James Joyce’s Ulysses. The hero 
serves a sentence for murder, lives as a bully, is arrested unjustly 
for the murder of a prostitute, and after a period in a lunatic 
asylum ends as a porter. As a detailed picture of the lowest Berlin 
life the novel has interest; as a continuous recording of the waves 
of thought and sensation in this typical brute it fails, because even 
a practising physician cannot guarantee the authenticity of such 
streaming consciousness in a person of such limited mentality. 
When in 1933 Doblin’s books were banned and burned, he found 
refuge in Paris; during the German occupation he found his way 
to California, but returned to Germany after the war and joined 
the Roman Catholic Church. His Catholic outlook on world prob- 
lems appears at once in his mystery novel Uer Oherst und der Dichter 
Oder das menschliche Her^ (’' 94 ^) in his autobiographical SdlcA- 
salsrelse. Bericht undBekenntnisse (1949). In Die Babylonische Wanderung 
Oder Hochmut kommt vor dem Tall (1934) a Babylonian god experi- 
ences the comicality and the misery of existence here below. Pardon 
mrd nichtgegehen (193 3) pictures post-war conditions and the perils 
of proletarian and Nazi ideology; a middle-class profiteer is in- 
duced by his dominating mother to give up the revolutionary 
convictions of his youth for safety’s sake; problematically con- 
sidered his natural development is thwarted by family interference. 
There is complex symbolic inference and a destructive analysis of 
cultural and political tendencies in our own days, as well as of 
religious pretence through the ages, in Doblin’s next work, the 
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vast South American trilogy which in its moods and pitiless prob- 
ing of racial domination is largely the fruit of the author’s suffering 
in exile. In the historical sense the trilogy is an epilogue to Eduard 
Stuchen’s Die weissen Go f ter (p. 273) and Gerhart Hauptmann’s 
Der weisse Heiland (p. 3 3) ; these describe the conquest of Mexico, 
while Das ILand ohne Tod (1936), the first volume of Doblin’s tri- 
logy, is a panorama of the conquest of Peru. Just as the Aztecs in 
Mexico welcome Cortes as the "White Saviour’, so the Incas see 
in the Spaniards the fulfilment of age-old prophecies of the coming 
of strange gods : this they see realized in the pale skins and the 
bearded faces of the invaders, in their horses, and their fire-spitting 
tubes laden with death. There is a stark contrast of these happy 
and innocent "pagans’ with the "religion’ of the Christians ; actually 
there is only one true Christian among them ~ Las Casas (p. 496). 
In the second volume, Der blaue Tiger (1936) - the blue tiger is the 
beast of destruction of Indian saga - the Jesuits make their historic 
attempt to institute humane colonization, but are thwarted by 
secular policy. The third volume, Der neue XJrwald (1936), applies 
a parallel to the conditions of today, and drives home the lesson 
that the barbarians are the whites. The tetralogy November ipi 8 
(1939 ff.) chronicles happenings in Berlin from 22 November to 
7 December 1918; the series nms: Der Zusammenbruch ; Verratenes 
Volk; Heimkehr der Fronttruppen; Karl md Rosa, The revolution is 
a failure; inevitably so, for individual action is motivated by illu- 
sion and self-deception. 

The chiliastic dream of the New Jerusalem or das dritte Reich in 
the ideal sense is another obsession. In josef winckler’s (1881- ) 
Der chiliastische Pilgerq^ug (1922) it is shown up as mania. A rich 
Indian king leads those who are weary and heavy laden on a pil- 
grimage to Paradise; on the way the poor wretches lose what 
shreds of humanity they had on starting out. They discover the 
utter avarice and selfishness of the Christian kingdoms. Their 
numbers are much reduced by an experiment at the North Pole, 
but at last they found the city of Paradise in the centre of Asia, 
the cradle of the human race, which finds itself again, stripped of 
the illusions of the ages, where it began. The essence of the novel 
is the satiric handling of expressionistic Communism and the dream 
of the common brotherhood of man. Winckler then in Tri/ogie der 
Zeit (1924) girds at the mechanization of the cosmos; this too is 
a true expressionist theme (Doblin’s novel of the giants. Toller’s 
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Die Maschinensturmer^ etc.), the revolt against the reduction of man 
to a cog in a machine; his last stage is reached in Winckler’s tale 
as 'der physiologische MenscV or living robot who can be pulped 
down when exhausted. Winckler, a dentist by profession, had 
founded a futurist community, 'Band der Werkleute aufHaus Njland^ 
so called because they met at his ancestral home Haus Nyland; 
they aimed at a ‘new nobility of labour’ and a synthesis of imperial- 
ism, culture, industry, art, modem economic life, and freedom. 
Disciples of Dehmel, they had their own organ inQuadriga. Winck- 
ler achieved popularity with Der folk Bomherg (1923), a weltering 
collection of anecdotes which are alleged to have gathered round 
the person of Baron von Bomberg, ‘the Westphalian EulenspiegeF ; 
if there is a purpose in the book it must be to snatch the mask 
from everything that is ideal to expose the dirt beneath it; it is the 
filthy humour which has delighted the German public. Bumper- 
nickel (1926) manages to be popular without wallowing in filth. 
The Werkleute aufHaus Hyland made a splash in poetry; Winckler’s 
Eiserne Sonette (1912 IxxQuadriga^ 1914 in book form) have a vigor- 
ous but brutal ring. 

The most noted of the poets of expressionism is franz werfel 
(1890-1945), a Jew from Prague. The very titles of his collections 
of poems indicate their tendency: Der Weltfreund (i9ii)> Wirsind 
(1913), Einander (1915); Der Gerichtstag (1919). There is anti-war 
feeling in this lyric verse; Troerinnen (1914), his adaptation of the 
Trojan Women of Euripides, shows by implication the utter sense- 
lessness of the First Great War; all the post-War disillusionment 
is here, but also the lesson that duty bids us cling to life when all 
seems lost, and that to be good is better than to be happy. Der 
Spiegelmensch (1920) is a trilogy of rhymed dramas, the action of 
which portrays the conflict between man’s two souls : the Seins-lch 
and the Schein-lch or Spiegel-lch, The latter steps out ,of the mirror 
and confronts the hero, Thamal. While Seins-Ich is consumed by 
yearning for absolute reality, Schein-Ich lures to the enjoyment of 
mirror-reality, i.e. that unreality which is the vain self-enjoyment 
of man; harmony can only be attained by the persistent fighting 
down into annihilation of the Spiegelmensch^ that is, of one’s own 
selfish self. The drama is planned on a grandiose scale as a modern 
Eaust (Schein-Ich is another version of Mephistopheles), but there 
is rather an acrobatic leaping over abysses than a descent into dark 
deeps. Werfel’s tale Hicht der Morder^ der Ermordefe ist schuldig 
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(1920) deals with the son-father motif. [Georg Kaiser, too, in 
Holle^ Weg^ Erde (1919) had shown that the victim of a would-be 
murderer was guilty of the crime.] The drama Pau/us unter den 
Juden (1926) deals with the problem of Jesus and the Jews. The 
doctrine of ‘love thine enemy’ is the theme of the tragedy Juare^ 
und Maximilian (1924), a contrast of monarchical and republican 
ideas in Mexico, and of the ‘novel of the opera’ Verdi (1924), in 
which Verdi and Wagner are contrasted. For Thomas Mann Wag- 
ner is an inspiration breathing through ^die wissende Wehmut der 
Sterbensreife^ \ to Werfel he is decadent over-ripeness. Wagner in 
this novel is the she-man from whom erotic effulgence emanates, 
the impersonation of the picturesquely abnormal, while Verdi is 
the embodiment of self-sacrificing goodness and duty, the artist 
turned citizen in Thomas Mann’s sense. The novel reads like a 
counter-blast to the romantic idea of a musical genius in Wasser- 
mann’s Das Gdnsemdnnchen; both novels deal with the history and 
technique of music. Verdi has not found peace of mind, for in his 
rural retirement he is mentally sterile, and his fame has been 
eclipsed by that of Wagner; he has with him the score of Tristan^ 
but in his instinctive fear of its alien genius he keeps it locked up. 
He goes to Venice, where Wagner is staying, but when at last he 
nerves himself to visit his rival he finds at the door that he has 
just died. His jealousy fades into love, and he composes Otello, 
Apart from the main theme, the Wandlmg of the hero, there is 
much that is fine in the novel, particularly the symbolization of 
Venice cradled in age-rotted mud and dying to the rhythm of 
lapping waves; Venice, moreover - ‘the terrible temptress, tired 
from too many loves’ - identified with a Halbweib, a prima donna 
who moves through the tale with nothing more than a baiser 
colombin and hysterical quiverings for her lover, decadent Venice 
answering the baton of decadent Wagner. Some of the foundation 
work of the tale may be from d’Annuhzio’s 11 Fuoco, in which 
Wagner dies in fevered, autumnal Venice, and in which the experi- 
ences of Duse and her lover are only lightly veiled. The Novellen 
Der Tod des Kleinburgers (1926) and Geheimnis eines Menschen (1927) 
were followed by the novels Der Ahifuriententag (1928) and Barbara 
Oder die Frommigkeif (1929). Barbara is mainly interesting for its 
dramatic psychic problem: during the War the hero, an Austrian 
lieutenant, is in charge of a firing party who are to shoot three 
men for treason; one of them is the son of the old nurse (Barbara) 
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who has brought him up; and he refuses. After the War he is 
swept into the revolution but arrives at respectability as a doctor. 
There is a good description of conditions in post-War Vienna. 
Die Geschofister von Neapel (1931) is a searching study of the effects 
of Fascism on the individual. Domenico Pascarelli is a small banker 
in Naples ; as the widowed father of six children, three sons and 
three daughters, he is shown as a dictator to them; one of the old 
school, he is rigid, austere, scrupulously honest, a stickler for old 
forms of decorum and decency; and Werfel’s novel shows the 
decay of all independent spirit under his well-meant domination. 
Domenico himself risks destruction by the Fascist regime when 
he upholds his independence of outlook and action, and he is 
saved from ruin only by the intervention of an Englishman who 
marries one of his daughters. The two volumes of Die viei^g Tage 
des Musa Dagh (1933) have for theme the persecution and mass 
slaughtering of Armenian Christians in Turkey during World 
War I. Horet die Stimme (1937) takes us back to ancient Palestine 
to picture the oncoming doom of the gloomed present in the 
remote past; we hear the voice of Jeremiah crying unheeded in 
the wilderness ; his denunciations foreshadow the doom of today. 
Der gestohlene Himmel (1939) - the title was changed in the 1948 
edition to Der vermtreute Himmel — is the tale of a Moravian servant 
who, to make sure of getting to Heaven herself, pays for her 
nephew to be trained as a priest; but, as he tells her when she 
finds him again as a disreputable renegade, she has trained him to 
be an intellectual. Das Died von Bernadette (1941) was written in 
America to fulfil a vow made by Werfel when, in 1940, he found 
sanctuary in Lourdes. Apart from this pathetic biographical interest 
the book has polemical substance. Against a grim background of 
mean humanity, hypocrisy and self-seeking stands the pathetic 
figure of Bernadette Soubirous, moving in her absolute naivete and 
naturaliness and unselfishness; she has visions, as Shakespeare and 
Michelangelo had; she shapes them differently; and the beauty 
of her vision defies representation in verse or prose or marble. 
She denies every vestige of resemblance in her beautiful lady with 
golden roses on her feet to the statue of the Virgin chiselled from 
her description by a famous sculptor; she sees the beautiful, and 
she loves it: faime (her last words) is her religious doctrine. Pitiful 
is the frantic exploitation of the girl’s visions by the Church; but 
the unfolding of the story is concerned with the progress of dogma 
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to Bernadette’s consecration as a saint. It would be unfair to credit 
Werfel with denigration of the Catholic Church; indeed a Catholic 
may well read the tale with edification and approval, for the main 
impression conveyed is that of the rock-like sincerity of the high 
prelates whose portraits are drawn with practised skill. Very vivid 
is the character sketch of the Bishop of Tarbes, a great prelate 
sprung from the people, but with the strong man’s contempt for 
the mass of humanity. As to the miracles, they are narrated soberly 
and without bias in either direction; we have a picture of cures 
which baffle the science of doctors; and in one terrible chapter at 
the end of the book, gruesomely headed ‘The Hell of the Flesh’, 
we have a Dantesque panorama of disease with no hope of relief 
save by miracle - if miracle there be. And Bernadette herself is 
afflicted; we see her sicken and die of tuberculosis. But she is 
transfigured, not disfigured, by her suffering, because by her very 
nature she loves the divine mystery which is before us all. Werfel’s 
last novel. Stern der Ungeborenen (1946), completed two days before 
he died in America, is a species of Divina Commedia up to date: 
F.W. is guided by a new Virgil over an ‘astromental’ world of 
aeons to be, a world in which all that has afflicted mankind - 
nations, labour, disease, even death - exists no more; man has 
conquered all - except himself. There is the ‘dwelling wilderness’ 
(Wohnwuste) of culture in final conflict with the joyfully coloured 
oases {farbenfrohe Oasen) of the jungles ; and the working men from 
the jungles conquer the intellectuals : in their waste world working 
men can subsist without intellectuals, but not the reverse. 

In Franz Werfel expressionism culminates. But his later work, 
clinging as it does to clear facts (e.g. Verdi is impeccable musical 
history and criticism), moves in the direction of the phase which 
(nominally at least) displaces expressionism - die Neue Sachlichheit. 
The aim of the writers of this group is atomistic exactitude, but 
not merely in the painting of externals ; they seek to penetrate into 
the last recesses of psychic reality, and to show a ‘more real reality’, 
illuminated, and serviceable because made intelligible. The final 
phase of this new sense of reality is the Tatsachenromam things that 
have actually occurred are related in the form of a novel, as in 
Carl Haensel’s (1889- ) DerKampf urns Matterhorn (1928), or in the 
autobiographical tales of the workmen poets. 

The transition is discernible in the short stories of Arnold zweig 
(1887- ) : he moves away from psychological probing and aesthetic 
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refinements to a plain narration of sensations, physical and mental 
His Novellen um Claudia (1912) mark an experimental innovation: 
a series of short tales are fitted together to form a novel. There is 
the same striving for Sachlichkeit in his collections of Novellen 
Vruhe Fdhrten (1925) and Kegenbogen (1926). Der Streit um den Ser- 
geanten Grischa (1926-7) is one of the most notable of the War 
novels : a recaptured Russian prisoner is sentenced to death as a 
spy because he has assumed the name of a Russian soldier making 
for home in an opposite direction: his identity is proved, but 
Headquarters say the original sentence must be carried out, and 
the Divisional Commander resists in vain. Sergeant Grischa is just 
a simple soldier; he is the victim of Prussian bureaucracy ~ who 
shall count how many others ? Here lies the poignancy of the story : 
any soldier is a man, with senses that cling to love and life - to the 
war machine he is not a man, but a number. Sergeant Grischa was 
planned as the first of eight novels which were to epitomize and 
analyse the years following World War I. The second novel, Junge 
Frau von 19x4 (1931), is, however, the chronological start; it is 
the love story of a Berlin banker’s daughter and an author without 
means who is called up; the background is the upheaval of the 
war, the moving spirit is vicious criticism of the conditions which 
led to it and of those (particularly Jews) who profit by it. The title 
of Einset^ung eines Konigs (1937) refers to the candidature of the 
Duke of Teck for the throne of Lithuania; the incompetence and 
arrogance of German officers is exposed; the intelligentsia tends 
to be the Jewish non-commissioned officers, who have mostly 
soft administrative jobs away from the fighting. The hero ends as 
a Communist. The paltry intrigue of Er^iehung vor Verdun (1935) 
involves a like accusation of military justice. De Vriendt kehrtheim 
(1933) is a romancee^ though the name of the real hero, a Dutch 
poet, is changed to De Vriendt, who is shot by an orthodox Jew 
in Palestine; the interest is not so much in the hero’s conflict with 
the Zionists and his literary avocations as in the complication of 
his psyche by homosexuality. In Das Beil von Wandsheck (1947) a 
man of examplary character, a master-butcher, feeling the com- 
petition of the chain-stores in 1937, takes the chance of restoring 
his finances by secretly acting as executioner to the Nazis, a func- 
tion for which he sharpens The axe of Wandsbeck’, a family heir- 
loom. 

ERICH kastner’s (1899- ) Ejnsche Haus-Apotheke (1938), an 
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anthology of his own verse, rings with the real reality of the new 
school; the poems are from his collections Ein Mam gib t Auskunft, 
Hert^ aufTailk (1928), Edrm im Spiegel (1929), Zwischen ^ei Stlihlen. 
His novel Eahian^ die Geschichte eines Moralisten (1932) is utterly 
sceptical and cynical: the hero is a Nihilist who, while Com- 
munists and Nazis are shooting one another in Berlin, cannot wait 
for the inevitable revolution; Fabian, with nerves quivering to 
the sense of reality, afraid of life, is a true type of the generation 
he represents. Kastner’s later work has won world-wide popu- 
larity, particularly his Emil und die Detektive and Emil und die drei 
Zmllinge (1936); Das fliegende KJassemQmmer (1933), with its picture 
of life in a German secondary school and Drei Manner im Schnee 
(1934), a tale of simple people who win prizes entitling them to 
spend a period at a Grand Hotel in the Alps, have that boisterous 
humour which wins the quick reader. 

HANS FALLADA (1893-1947), too, has this surprisingly juvenile 
bent of mind; he reproduces the atmosphere of the traditional 
Mdrchen in Altes Her^ geht auf die Reise (1936) : there is a group of 
village boys led by a girl in conspiracy against a tyrannous foster- 
father (who in this realistic setting of an old Mdrchen stands for the 
ogre). Stories for children are Hoppelpoppel - wo hist du? (1936) 
and Geschichten aus der Murkelei (193 8). But the majority of Fallada’s 
novels are very seriously purposed; in the main they concentrate 
on the difficulties of earning a living in the days he lived in. In 
Kleiner Mann, was nm? (1932) we have the post-war problem of 
what the morrow will bring. Wolf mter Wolfen (1937) has for 
theme the inflation before the war. In Der eiserne Gustav (1938) the 
difficulty of earning a living is due in the first place to social 
changes ; a Berlin cab-driver is forced out of business by the advent 
of taxis and in the end follows his son into the Nazi camp. This 
struggle for life plays a great part in Fallada^s own life and is re- 
flected in his novels. Wir batten mal ein Kind (1934) gives a picture 
of peasant life, and Fallada himself during the Hitler period with- 
drew to his farm in Mecklenburg, and here he wrote Heute bei uns 
^u Hems (1943)5 his autobiographical tale of the life of an author 
turned farmer; this had been preceded by his book of memories of 
childhood and youth, Damals bei uns daheim (1942). Der Alpdruck 
(1947) has also an autobiographical element in so far as the author 
who is the hero lays bare his own share in the guilt which led to 
the debacle of 1945. There is the same laying bare of moral weak- 
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ness in DerTrinker (1950), published after his early death. Through 
all of Fallada's serious fiction runs the problem of character with 
its strength {Der eiserne Gustav^ or weakness; the hero breaks his 
fate or is broken by it, as he is in Wer einmal aus dem Blechnapf frisst 
(1934); here a released prisoner fights hard to recover a place in 
the social scale, but finds himself at last back in prison. 

If in Fallada’s tales there is a return to the Mdrchen in those of 
ERNST PEN20LDT (1892- ) there is a new phase of the idyll. He 
began with poems {JDer Gefdhrte) and turned to silver-pencilled 
prose in Idjllen (1923). His Novelle Der arme Chatterton (191^) 
probes the secret of the very nature of poetry : the boy-poet dreams 
himself into his tragic illusion. In DerZwerg{i()zi) Penzoldt dreams 
his idyllic moods into the days of rococo in his own Franconia. 



XVI 


EXOTIC LITERATURE 
AND THE COLONIAL NOVEL 

T he fog of pessimism during and after the First War is no 
doubt one of the explanations of the vogue of literature 
■which desaibes far-away climes : it represents a flight from 
reality. Exotic literature, of course, goes back to the end of ■die 
eighteenth century^ (Georg Forster’s A Voyage towards the South 
Foie and round the World, 1777, and J. G. Seume’s verse tale Der 
Wilde^) and continues with Qiamisso’s Fsise urn die Welt in den 
Jahren iSij-18 and Alexander von Humboldt’s Kosmos (1845-58). 
Exotic fiction shapes itself on such writers as Fennimore Cooper 
in the American and Wild West novels {‘Wildwest-Rjornantik’) of 
Charles Sealsfield (1793-1864) and Friedrich Gerstacker (1816-72). 
There is still an English undertone in the exotic writings of Paul 
Lindau’s brother rudolf lindau (1829-1910: Er\ahlungen eines 
Effendi, 1896): he was a &r-travelled diplomat, as much inter- 
national as German (his first work, on Japan, was in French, and 
as Swiss consul at Yokohama he founded the Japan Tims, the 
best English newspaper in Japan). The new exotic style blooms 
with tropic splendour in the impressionistic prose (Gedankengut aus 
meinen Wanderjahren, 2 vols., 1913; Erlehnisse auf Java, 1924) of 
Max Dauthendey (pp. 245 ff.), and he has a good second in the 
Luxemburger norbert Jacques (1880- ). We get the Far East in 

^ Gabtiel Rollenhagen’s Vier Bucher wunderbarlicher indianischer'Bjmn (1603) 
repeat ancient fables, and the exotic novels of the seventeenth century are 
also fabulous. 

2 Seume’s knowledge of America was first-hand: he was kidnapped in 
Hesse, and sold to England to fight the American rebels. His prose travel 
descriptions are good forerunners of those by die lB»uropa?nuden of today. The 
craze for America was held up to ridicule by Ferdinand Kiimberger in his 
novel Der Ameriku-Mude (1855); he had never been in America, but used 
Lenau’s American experiences (1852). 
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Jacques’s novel Der Kaufherr von Schan^ai (1925), in his Reisetage- 
huch, in his travel descriptions Die heissen Stadte (1911, 1921) and 
Auf dem chinesischen Fluss\ and in Max Brod’s Abenteuer in Japan 
(1938). WILLY SEIDEL (1887-1934) gets to Egypt with his frivolous 
humour in Der Sang der Sakije (1914), to the Bedouin desert with 
Der Garten des Schuchan (1912) and to Samoa with Der Buschhahn 
(1921). Waldemar Bonsels as a theosophist wanders about India 
(p, 320). Dauthendey’s successor as impressionist globe-trotter is 
ALFONS PAQUET (i 88 1- 1 944), who began as a good lyric poet: 
Dieder md Gesdnge (i 902) ; Auf Erden (i 906) ; Held Namenlos (1912), 
and captured his public with brilliant books of travel: L/ oder im 
neuen Os ten (1912), Ef\dhlungen an Bord (1914). His expressionistic 
style makes even Paris exotic in his novel Kamerad Fleming (1912); 
in his utopia of the new humanity, Die Prophe^eiungen (1922), he 
takes us to Siberia. Africa is the scene of Ernst Jiinger’s Afrika- 
nische Spiele\ and, of course, Jakob Wassermann’s Bula Matariy with 
its symbolic illumination of the fermenting African jungle, is exotic 
literature in the extreme sense. French colonial life gives interest 
to Friedrich Schnack’s travel pictures Auf ferner Insel: Glucklicbe 
Zeit in Madagaskar (193 1). Asia comes (with Turkey) into the work 
of Armin T. Wegner {Im Hause der Gluckseligkeit^ 1920; Der Knabe 
Hussein^ 1917), while Kasimir Edschmid finds scope for his pic- 
torial extravagances in South America and the Wild West (Der 
Ea^o in Die seeks Mundungen), The more sensational phase of exotic 
literature is represented by Hanns Heinz Ewers in his travel books 
(Indien und ich^ 191 1 ; Mit meinen Augen, 1914) and in his Novellen, 
and by Eduard Stucken’s Die weissen Gdtter (p. 273) with the 
Mexican matter that follows it: Gerhart Hauptmann’s two Aztec 
plays, Klabund’s ballad Monte^ma (1919), Jakob Wassermann’s 
Das Gold von Caxamalka (in Der Geist des Pilgers^ 192 3 )> Bruno 
Brehm’s Die schrecklichen Pferde (1954). 

The Kolonialroman is obviously exotic, but it forms a distinct 
genre, though not an extensive one unless we include literature 
descriptive of colonies in the wider sense of lands colonized by 
Germans wherever they may lie, so long as the colonists preserve 
the German language and German culture. This would bring in 
such works as Josef Ponten’s Im Wolgaland^ not to speak of Ams- 
landsromane from Transylvania and all the other German enclaves 
or colonies. To the German mind, of course, every land where 
German is spoken is Heimat; and for this reason every KoloniaU 
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roman belongs to Heimatkunst, In the narrower sense of literature 
descriptive of life in colonies which belong to or did belong to 
Germany Frenssen’s 'Peter Moors Fahrt nach Sudwest points the way 
to the South African tales of Hans Grimm, which are probably 
more important politically than in the sense of literature. 

HANS GRIMM (1875- ), bom in Wiesbaden as the son of a pro- 
fessor of law, but by extraction belonging to the district of the 
Middle Weser, worked in London as an unpaid clerk (Volontdr) 
and then as a clerk in Cape Colony (Port Elizabeth); in 1901 he 
established himself as an independent merchant in East London 
and spent his week-ends on his farm by the Nahoon river. He now 
lives in the Heimat of his ancestors, in an old cloister-house by the 
Middle Weser near Kassel. He returned to Germany before the 
First Great War, and during and after his military service - he did 
not serve at the front as he had only one eye - he wrote tales 
embodying his colonial experiences {Der Gangdurch den Sand^ 1916). 
He had begun with Sudafrikanische 'Novellen (1913), but ripened his 
brusque style - face-to-face like that of Blunck but much more 
natural, and like Blunck’s style modelled on the straightforward 
story-telling of the Old Norse sagas - in Die Olewagen-Saga (191B) 
and Der Olsucher von Duala (1918). The latter tale is aimed at the 
French: the hero, a German colonist, is taken prisoner in the 
Cameroons and sent, with 250 other Germans, to the fever swamps 
of Dahomey, where they are tortured to death. Hans Grimm’s 
great effort is Volk ohne Piaum (1926), an interminable novel written 
between 1 920 and 1 926 after he had visited what had been German 
South-West Africa. The events are vouched for as essentially true, 
as are the names of the seven typical colonists whose experiences 
are described. The first part of the story is strict Heimatkunst: life 
in a hamlet in the Middle Weser district is meticulously described, 
and the hopelessness of outlook stressed: even this handful of 
people in the heart of the woods is Vithout space’, and those 
who cannot find work locally must move on to factory work at 
Bochum, or emigrate. How to save the German race from this 
^Sklavennot der Enge^ is the theme of the book; for this little village 
is a symbol of all Germany, now robbed by England of its place 
in the sun. ‘The whole world belongs to England’, the novel 
points out; but ‘the Germans must be the allies of every nation 
that chooses freedom and defies England’ ; ‘new countries must be 
divided according to population and colonizing capacity.’ Grimm’s 
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remaining South African tales are in the same vein: Das deutsche 
Sudwester-Buch, 1929; Der Richter in der Karu, 1930; Duderitt^land, 
1934. 



xvn 


THE HISTORICAL NOVEL 

I n the new historical novel we get a symbolic interpretation of 
history. Whether -except, perhaps, in the scholarly handling of 
Ricarda Huch - there is always the advance which is claimed 
on the archaic Vrofessorenroman of Dahn and Ebers is open to 
question: max brod’s (1884- ) Tycho Brahes Weg ^ Gott (1916) for 
instance - probably the most morally satisfying and philosophical 
of them all - is in style hardly less naive than that of Ebers. A 
difference in the problem there certainly is: whereas the archaeo- 
logical novel made a show of erudition, the new historical novel 
illuminates, in intention, the state of mind or the character of 
people famous in history. Moreover, whereas the archaeological 
novel portrayed the hero and his period as chronologically isol- 
ated, the new historical novel interprets the present by shifting its 
problems to past times. In Tycho Brahes Weg v(u Gott there is a con- 
trast of two types of intellect: the onrushing Danish astronomer 
and the cool and patient Kepler; it is a history, not of stirring 
events, but of Tycho’s brain-storms ending in a moral victory by 
complete abnegation of self (Wandlm£)\ it is the seeking of God 
that matters, not the scientist’s seeking of truth. This is the aim 
and purpose, too, of Rjeubini, Furst der Juden (1925) and Galilei in 
Gefangenschc^t (1948), two novels which the author groups with 
the Tycho Brahe novel as a trilogy. In 1939 Max Brod emigrated 
to Palestine as a Zionist and was appointed director of the Hebrew 
theatre in Tel Aviv. Here he devoted himself to editing the great 
edition of Kafka (pp. 452-3). The background of his novel Unambo 
(1949) is the recent Arab-Jewish war. There is symbolical inter- 
pretation of biblical history in DerMeister (1952); the hero of the 
novel, Jeschua (that is, Jesus), rebels against Roman rule and, 
betrayed by Jehuda (Judas), dies for love of his native land. In 
Armer Cicero (195 5) the Roman orator, after his divorce from his 
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first wife, marries his seventeen-year-old Publilia and is thereafter 
a slave to senile eroticism. After the Ides of March he proclaims 
war against Antony, but is forced to flee from Rome, and is over- 
taken by assassins outside his villa at Formiae. Max Brod has 
written one drama: Lord 'Byron kommt aus der Mode (1929; see p. 
33). Not the least readable of his works is Heinrich Heine (1934). 

Mysticism read into history appears in the novels of erwin 
GUIDO kolbenheyer (1878- ), a German of Sudeten descent born 
in Budapest. In A.mor Dei (1908) he interprets Spinoza, and shows 
him in stark contrast with Rembrandt; the novel has merit if only 
for its patient mastery of historical detail and its skilful creation 
of an archaic language suitable to the period. The best thing is the 
technically excellent though simple explanation of the growth and 
exposition of Spinoza’s pantheism; this alone makes the novel 
valuable for students of German literature. Silesian mysticism is 
expounded in Meister Joachim 'Pausewang (1910). Pausewang is a 
cobbler of Breslau who tells his own story; behind him looms the 
fascinating figure of another cobbler, Jakob Bohme, against the 
dark background of the Thirty Years War. Kolbenheyer’s greatest 
effort ~ possibly his masterpiece - is his Paracelsus trilogy: Die 
Kindheit des Paracelsus^ 1917; Das Gestirn des Paracelsus^ 1921 ; Das 
dritte Keich des Paracelsus^ Here it is not so much the philo- 
sophical ideas of the hero that matter as the author’s conception - 
common to all his work - of the Germanic hero: the last volume 
closes with the device, in great letters, Ecce ingenium teutonicum. 
Kolbenheyer’s tales consistently show sacrifice of self in characters 
perfected by the mental torments of experience in a hostile world. 
This self-sacrifice or philosophic Wandlung^ we are to understand, 
is a typically Germanic process: Paracelsus, the first modem phy- 
sician, frees himself in toil and travail of mind from the bondage 
of Mediterranean thought, from the cobwebs of Galen and Hippo- 
crates. This is the theme, too, of Kolbenheyer’s ’prentice work, 
Giordano Bruno (1893), a kind of tragedy, revised and rechristened 
HeroischeLeidenschaften{i^z^). The Italian philosopher has to evolve 
his pantheistic concept (die Gdttlichkeit des Alls\ but he can only 
do this by working himself free from the trammels of Mediter- 
ranean scholasticism; and he can do it because his mother was a 
German; he too is an ingenium teutonicum. Two novels of Kolben- 
heyer - Montsalvatsch (1912) and Das Ldcheln der Penaten (1926) - 
deal with social and moral problems of today; in the former a 
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Viennese student (self-portraiture is assumed) struggles with forces 
that might drag him down; in the latter an artist’s family life helps 
him to resist the debasing influences of milieu, A later novel, 'Keps^ 
die Fersonlichkeit (1932), shows the German Bildungsphilisfer on 
shaky ground in a small town. 

The historical novels of Walter von molo (1880-195 8)haveKol- 
benheyer’s heroic conception of German character as exemplified 
in the great men of the race. He drew energetic pictures of Schiller 
in Der Schiller-'Koman (4 vols. ; 1912-16) and of Frederick the Great 
in Der Koman meines Volkes (Fridericus^ 1918; huise^ ^ 9^91 Eiu Volk 
wachtauf^ ofthe Protestant Reformer in (1928), 

of the famous economist in Bin Deutscher ohne Deutschland: der 
Friedrich List-Roman (1931), of Prince Eugene in Eugenio von Savoy 
(1936), and of Heinrich von Kleist in Geschichte einer Seek (1938). 

An Austrian historical novel with the old romantic hero wor- 
ship is Radets(kymarsch (1932) by Joseph rotpi (1894-1939), who in 
DieFluchtohneEnde (1927) had written the most terribly hopeless and 
cynical of the Heimkehrerromane, Radet^^marsch glorifies Austria 
in the person of the Emperor Franz Joseph with his officers and 
executives; a Lieutenant Trotta saves the Emperor’s life at Sol- 
ferino by throwing himself on him and forcing him to the ground 
when bullets begin to whizz in his direction. Trotta is given the 
rank of Baron and the picture is filled out by the experiences of 
his son and grandson. In spite of the patriotic heroifications of 
Franz Joseph in white uniform and red sash - with a drip at the 
end of his nose - the general tone is anti-royalist, if only because 
the officers are of poor intelligence. The Trotta saga is continued 
in Die Kapus(inergruft (193 9), which ends with the coming of Hitler 
and the Anschluss \ there is the note of utter hopelessness as the 
tale fades out with the march of the Germans into Vienna, while 
Trotta walks away from the sordid pub he was sitting in - and 
goes through empty streets, alone, except for an ownerless dog 
that follows him. 

The reverse of hero worship is the rule in those German his- 
torical novels and vies romancees which have an international market. 
It is perhaps because they are written mostly by Jews that they 
have this tendency to de-bunk (to use the Yankee rendering of 
entheroisieren)\ and this fact is one of the reasons why a public 
holocaust was made of such stories in 1933. Psycho-analytical 
inquisitiveness is of course the chief means of revealing reality by 
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Stripping biography of romance; vie ron^ncee thus means, not the 
romance of a life, but a fictional rendering of it. The historical 
novels of lion feuchtwanger (1884-1958) show little originality. 
]ud Suss follows a novel of the same title by Wilhelm Hauff, 

and the daughter hidden away in a rural bower and discovered by 
the sovereign is the heart of Conrad Ferdinand Meyer’s tale of 
Thomas a Becket {Der Heilige)^ while the two queens in Die bass- 
liche Herv(0gin (192.6) are obviously the traditional German concep- 
tions of Elizabeth of England and Mary of Scotland. Erfo/g (1931) 
is a roman d clefs picturing the fall of the Communist government 
in Bavaria. The originals of the characters in Der fdlsche Nero (1936) 
are easy to guess ; a potter who strikes dramatic poses is discovered 
and made an emperor by a capitalist - till he is cast down and 
crucified by his own gang, a gigantic soldier and a sly secretary. 
Feuchtwanger had some success as a dramatist with expressionist 
leanings; of special interest are the ^Drei angelsdchsische Stucke" 
(i<)zf): Die Petroleuminseln; KalkMtta., 4 Mai (with Bert Brecht as 
collaborator); Wird Hill amnes fieri? 

STEFAN zwEiG (1881-1942), a Viennese Jew with international 
culture, is on a higher plane. He began at twenty with a mannered 
book of verse (Die Silbernen Saiten) and reached his maturity as a 
lyric poet as much in his masterly translations of Verhaeren, 
Verlaine, and Baudelaire as in the refined but somewhat imitative 
descriptiveness of Die frtihen Krdnqy (1907); his collected verse 
appeared in 1924 (Die Gesammelten Gedichte), He is a Formkunsfler, 
too, in his essays, intuitive rather than academic, but often, be- 
cause of their psycho-analytical method, more illuminating than 
the documented interpretations of university specialists; Drei Mei- 
ster (1919) analyses Balzac, Dickens, and Dostoieffski; DerKampf 
mit dem Damon (1925) uncovers the pathological ferments which 
inspired Holderlin, Kleist, and Nietzsche; Drei Dicbfer ibres Lebens 
(1928) interprets Casanova, Stendhal, and Tolstoy. His books on 
Verbaeren (1910) and Romain Rolland (1920) revealed with brilliant 
insight the ultra-modernity of these writers. Marceline Desbordes- 
Valmore (1928) is informed by the most intimate appreciation of 
this poetess. Triumph und Tragik des Erasmus von Rotterdam (1935) 
fails by the fact alone that there is no adequate estimation of the 
Latinity of this great stylist, but it grips by its obvious bringing 
into relation of its subject with the conditions of today - it is in 
some sort an idealized approximation of the essayist’s self as one 
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Tiating the dash of conflicts of today and yet drawn at least to their 
orbit by intellectual rank and race. His denunciation of war rang 
out at the very height of the War from his drama Jeremas (1917); 
here again there is obvious identification of author and hero. Other 
dramas of his are Tersites (1907) and an adaptation of Ben Jonson’s 
Volpone (1927). His short stories have again mastery of form, but 
they sometimes glide over feeling rather than probe into it. In 
ErstesErkbnis (191 1) there are distressing studies of the awakening 
of sexual knowledge in a delicate boy and in girls. Sordid sexual 
experience gives the note of A.mok (1923); in Verwirrmg der Ge- 
fuhle (1926) there is more of the complicated mental shock of 
passion. Stemstunden der Menschheit (1928) are five historical minia- 
tures; they condense episodes vital to the progress of culture and 
are by their nature at the run of the work by whidi Stefan Zweig 
has won his public all over the world - his historical novels or 
rather romanced history. Joseph Eouchi (1929) and Marie Antoinette 
(1932; a great success as a film) indicate his formula: against a 
swiftly moving and vivid historical background thrilling episodes 
of personal feeling. For British readers this formula achieves its 
best - and worst - in Maria Stuart (1935): there is the traditional 
German contrast of the two queens - Mary is the passionate lover, 
while Elizabeth is the erotically malformed half-woman, ‘mutil- 
ated in spirit because abnormal in body’, whose relations with her 
lovers are torture because she cannot give herself wholly. In 1933 
Stefan Zweig emigrated to England, where he was naturalized; 
in 1942 he conamitted suicide together with his second wife in 
Rio de Janeiro. He tells the story of his life in Die Welt von gestem 
(1944); this is not a consecutive and consistent autobiography; it 
is more a book of memories with Zweig (to use his own term in 
the preface) as the pivot. His private and intimate life is actually 
cut out; there is nothing of the love affair which led to his second 
marriage or of his matrim onial affairs ; these come out in the book 
published after his death by his first wife, Friderike Zweig: Stefan 
Zweig wie ich ihn erlehte (1947) and in Stefan Zweig - Friderike Zweig 
(1932), his correspondence stretching from 1912 to 1942. Bfis pos- 
thumously published Bale^ac (1948) had been planned as a magium 
opus ; he had been working at it for ten years, and it was not finished 
when he died. Balzac’s life is treated as a tragedy with comic relief; 
and the comic elements in the sordid story detract from Balzac’s 
stature as a novelist. The failure of the book is due to the psycho- 
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logically interesting but generally speaking repulsive features of 
the ‘'case’. 

There is a hectic tempo and a heaping up of lurid horror touched 
up by expressionistic psychology in the historical novels of Alfred 
NEUMANN (1895-1952). He made his reputation with Der Teufel 
(1926), a melodramatic handling of Olivier le Daim in his relation- 
ships with Louis XI and his court. The background of Kebellen 
(1927) and its sequel Guerra (1928) is formed by the Carbonari 
risings in Italy. History is detailed in Konigin Christine von Schweden 
(1935), but the thrill is in the erotic peculiarity of the queen, her 
early Lesbian experiment, her love for the Marquis de la Gardie 
(who presented the silver codex of Ulfilas to the University of 
Upsala) and, in Rome, for Cardinal Azzolino. 'The tragedy of the 
nineteenth century’ is unrolled in a trilogy of novels which chron- 
icle the life and times of the Emperor Napoleon III: Neuer Cdsar 
(1934), Kaiserreich (1936), Die Volksfreunde (1941). Ej* waren ihrer 
sechs (1944) deals with a rebellion of students against Hitler during 
World War II. 

The sexual extravagance is horrific in Robert Neumann’s (1897- ) 
Struensee- (1935); this fascinating doctor is a disciple of Rousseau, 
whose ideas he tries to put into practice when he rises to power 
in Denmark; the novel presents him as a political and social re- 
former, a Socialist or even Communist of the Jew type, while the 
Danish aristocrats are represented as decadent sexual brutes. Sir 
Basil Zaharoff (1934) romanticizes the career of the 'armaments 
king’, who came from the slums of Constantinople to be the 
richest man in Europe. Sintflut (1929) plays round the antics of 
financiers in the Vienna of our day, while the satire of Die Macht 
(1932) is aimed at the Nazis. In 1932 Robert Neumann emigrated 
to England and wrote in English {Blind Man* s Buff ^ 1949); several 
of his novels {Die Kinder von Wien^ 1948 ; Die Puppen von Poschansk^ 
have been translated from English into German. His anec- 
dotal Erinnerungen an Menschen und Gespenster (1957) is a book of 
memoirs, while Mein altes Haus in Kent (1957) tells the story of the 
cottage in which he settled in Kent and of what has happened to 
him there; the two books together commemorate his sixtieth 
birthday. 

BRUNO FRANK (1887-1945) has expressionistic humanity and a 
fine Jewish culture, but in style and outlook he is a solid, sefisible 
Liberal, almost old-fashioned (by comparison) in his directness of 
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expression. His historical novel Die Tags des Konigs (1924) is a 
scholarly well-documented study of Frederick the Great, who also 
dominates the scene in Trenck, Koman eines Gmstlings a lively 

picture of Prussian rococo. Brvmo Frank’s enlightened Liberalism 
shines out from Volitische NovelU (1928), a discussion rather rban a 
story, which rejects the plea that antagonism between France and 
Germany is a necessary evil and in its vivid pen-pictures of Briand 
(as Dorval) and of Stresemarm (as Carmer) shows how elementary 
the idea of permanent peace really is. His vie romancee of Cervantes 
(1933) is a thorough de-bunking; there is topical interest in the 
satirical account of the decrees for the prevention of blood-pollu- 
tion at a time when there was not a grandee’s family in Spain but 
Jewish blood flowed in his veins. Don Quixote is shown to be the 
product of utter disillusionment, not so much of sex (though Dul- 
cinea is depicted as a literal portrait of the country girl Cervantes 
marries) as of the hopeless misgovemment of Spain. Chamfort er- 
e^dhlt seinen Tod(i^^^) is the vie romanck of this French aphorist. 
Der'Rjeisepass (1937) is yet another denunciation of the Nazi regime 
by an emigre (to the United States). Several of Bruno Frank’s 
dramas were successful on the English stage; of these Zmlftausend 
(ic)z-i) throws a lurid hght on the sale by a German princeling of 
12,000 of his subjects to England as cannon fodder. Sturm im 
Wasserglas (1930) - James Bridie’s Storm in a Teacup (1937) - is 
uproarious in its picture of a platitudinous dictator engrossed m 
self and dead to human pity. Nina (193 1) is a study of a guttersnipe 
transformed to a film-star; for love of her husband she sacrifices 
her glamorous career, which is taken over by a double. Die Tochter 
(1943) is based on the life of the mother of the author’s wife, a 
cabaret artiste who is half Jew and half Pole, and of her father, an 
Austrian officer; the ground theme is anti-Semitism. Bruno Frank 
is most effective where his allusions are transparent - e.g. the 
theatre director in his Novelle Der Magier (1929) resembles Max 
Reinhardt; where he handles merely pathological problems he has 
no incisiveness - e.g. in his drama Die Schwestem und der Fremde 
(i 91 8), in which a physically cold intellectual humanitarian satisfies 
the desires of a girl doomed by consumption, but, when she dies, 
tells her robust sister, who wishes to fill the gap, that he is an icy 
monster. 



XVIII 


THE DRAMA 
OF EXPRESSIONISM 


I n the expressionistic drama there is a continuation of Haupt- 
mann’s innovation in Die Weber and Florian Gejer: the charac- 
ters are not extraordinary individuals but types representing 
groups and masses; and since they are symbols they are given no 
names, but appear as ‘the father’ (that is, any father), ‘the son’, 
‘first sailor’, ‘second sailor’, ‘the clerk’, etc. The characterization is 
not by stage directions but by what is said and done on the stage. 
The language, following the theory that expression must be ^gebalW, 
i.e. frantically concentrated like strength in a clenched fist, is 
grotesquely ungrammatical - conjunctions and articles fall out, 
sentences are syncopated, separable verbs obstinately cling together 
- and the clause is reduced to rudimentary forms, differing, how- 
ever, from the Telegrammstil of the naturalists in that whereas the 
latter indicated the conversational carelessness of mental apathy, 
a scattering of small shot, the expressionistic shortening comes 
from the swiftness of ecstasy or frenzy, the whizzing of a bullet 
straight at the mark. In dramatic construction tihere is a return to 
antiquated technique : monologues reappear, verse and prose alter- 
nate, rhyme heads off a climax. For the looseness of construction 
and stylistic grotesqueness of these plays the models were found, 
not only in Strindberg^ and Wedekind, but in the Sturm und Drang 
dramas of Lenz and Klinger, and particularly in Georg Buchner’s 
(1813-37) Woj^eck (published 1879). The new technique appears 

^ Technique is influenced by Strindberg’s Naeh Damaskus (1898); here 
there is no plot, and the construction is merely a juxtaposition {‘Nebeneitt- 
mder’) of ‘stations’. All the strength of such plays is in the passion and despair 
of their monologues. These ‘ecstatic’ explosions are derided as 'Schreidramen* 
(particularly those of August Stramm and Oskar Kokoschka) and ‘0 Memcb 
Dramett. 
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in REiNHARD JOHANNES sorge's (1892-1916) DerBetthr (1912); on 
a stage illuminated by searchlights the walls of a cafe recede and 
the hero recites his lines against the purple night-sky; or he turns 
to the spectators and harangues them. Son and father fight out 
their quarrel with the lyric logic loaded against the parent in 
WALTER hasenclever’s (1890-1940) drama Der Sohn (1914); only 
a convenient fit of apoplexy saves the father from being shot by 
his son. 'It is the old song against injustice and cruelty/ cries the 
son; father is to son as King Philip was to Don Carlos. This 
literary spirit of revolution had its share in the smashing of the old 
regime; but it quickly degenerated into political Communism, 

It is in the drama that the grotesque suggestiveness of expres- 
sionism forces its claim to at least historical significance. Disciples 
of Wedekind are Paul Kornfeld, Carl Sternheim, and Georg Kaiser. 
PAUL KORNFELD (1889- ) tums away not merely from reality but 
from psychology, which, he says, tells us as little as anatomy does 
of the nature of man, who is 'the mirror and shadow of the eternal 
and God’s mouth’; reality is a mistake, the truth is raptness of soul 
(Beseelfhit). Kornfeld would, therefore, banish character from the 
stage and replace it by soul, i.e. the divine, or the non-human and 
non-temporal; 'let us leave it to the working day’, he cries, 'to 
have character, and let us be nothing but soul.’ In harmony with 
this conception, actors are not to be afraid of waving their arms 
about; intensity of expression is beyond the means of traditional 
acting; exaltation is to be achieved, not by physical illusion such 
as the cothurnus gave the Greeks, but by illumination from within ; 
the soul is to shine forth in the dimness of reality like a luminous 
dial in the night. Therefore, in Kornfeld’s dramas (Die Verfuhrungy 
1913 ; Himmel md HolUy 1918) there are no characters, only souls 
'making mighty speeches with mighty gestures’, carl sternheim 
(1878-1942) in his comedies shows up the respectable middle 
classes, to which by birth he belonged ^e was a banker’s son); to 
him the Burger is not Monsieur Homais, slippered and sleek and 
harmless, but a loathsome blend of venomous toad, braying ass, 
and scarecrow. In his prose treatise Tasso oderKmst des Juste Milieu 
(1921) he pillories Goethe himself as a petty Philistine I His most 
characteristic work is to be found in a series of eleven comedies, 
written 1 908-22, and grouped under the ironic title Aus dem burger- 
lichen Heldenleben, Typical of his comedies 'of manners’ - they are 
as cold and sharp as a surgeon’s knife - is Burger Schippel (1913), 
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the Story of a bastard who happens to be so good a singer that he 
is indispensable for a concert which is to be given at the local 
Court: he is admitted to the quartet which traditionally carries off 
the honours, but not to the society to which the other members 
of the quartet belong; he has, however, the rapture of seeing the 
inside of their houses and of marrying his forms to a cushioned 
arm-chair; and when the maiden sister of his host passes through 
the room he can sniff the air and murmur in Wagnerian alliter- 
ations: Weisse Wdsche weht voruher! The dizzy height of happiness 
would be to marry this unapproachable lady; and she is actually 
thrust at him when she is compromised by the local prince - but 
Schippel turns forth a lofty pride and refuses her as tainted goods; 
upon which he is challenged to a duel by one of the quartet, who 
is in a state of collapse before pistols are raised, but not more so 
than Schippel, who, however, discharges his weapon, perhaps by 
the shaking of his nerves, and is then canonized as a member of 
the middle classes. Islanded in the play like a green refuge is the 
love scene of prince and maiden, with the shreds of ragged ro- 
mance and echoes of ancient verse still clinging to the stripped 
sentences gaunt with disillusionment. Oskar Wilde: sein Drama 
(1925) has no more than symptomatic interest. In Sternheim’s 
short stories - the best are collected as Chronik von des ^an^gsten 
Jahrhmderts Beginn (1918) - there is the same pitiless dissection of 
the middle classes; but here he has more scope for uncovering the 
hidden springs of impulse and action: the powers that decide lie 
wie ein geschwellter Kessel derheib ^mschen Schenkel und Hufte ein- 
gelassen isf; and perhaps the pencil sketch of Stemheim given by 
Soergel, which shows him lying immaculately dressed but with 
his abdomen bared and simmering, sufficiently pictures his con- 
ception of the genesis of art as of vital energy. In the tales there is 
something of a Nietzschean approval of characters who see through 
their fellow-men and exploit them: thus the hero of Schuhlin (1913) 
is a pianist and composer who lives on the wealth of a rich pupil 
and the labour of his wife; the grim humour lies in the efforts of 
each worshipper to outdo the o&er in sacrifice, and the end of the 
comedy is that the pupil, his last penny gone, stabs the wife, who 
would still, if she remained over, have the comfort of her body to 
offer the sybarite. As to Schuhlin: ^Sanfte Trauer hindert ihn nicht^ 
mver^glich nem Verhindmgen suchen^ die die Mittel jenem Deben 
sichem sollen^ das er als ihm gemdss md seiner Bedeutung ^ukommendy ein 
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fur alkmal erkannt hatte,^ The titular hero of Napo/eon (1915) is a 
chef in Paris who, a master of his art, is entitled to look down 
with withering scorn on the creatures he feeds. Meta (1916) records 
the triumphs of a servant girl who resists her lover but, after his 
death in the War, exhausts her virgin body with his dream-shape, 
and, inured by pain and observation to the demoniac nature of 
love, enslaves master and mistress. Sternheim’s style in his tales is 
wilfully experimental and typically expressionistic: articles and 
prepositions are cast away, Saxon genitives prevail, the limbs of 
the sentence are closely compressed, and there is a metallic harsh- 
ness in the denotation of the rushed action. In the long novel 
Europa (1919), an ambitious attempt to show West European 
society ripening for its ruin in the War, this ^precious" style ossifies. 

GEORG KAISER (1867-1945) was certainly a gifted dramatist: he 
was steeped in the routine of the theatre, and did not stand above 
sensational effects, but he had the daring of the pioneer and a skill 
in the symmetrical handling of symbol which made even his failures 
interesting. His first plays were studies, influenced by Freud, of 
sexual states and problems. The first to be published was Rektor 
Kkist (1905); this play - a Tragikomodie he calls it - ends with the 
suicide of a grammar-school boy owing to the tyranny of his 
teachers. In spite of the not inadequately motivated catastrophe it 
is mainly farcical satire and belongs to the contemporary revolt 
against the school system (see pp. 17, 280). Much of the fun is 
provided by the writhings of the headmaster under the stinging 
irritation of his gluteal callosities {Gesassgetriebe). What value the 
play has lies in the corrosive analysis of this diseased headmaster 
- too feeble to have children - and of the blustering gymnastics 
master as the opposite extreme of robustious health (he is the 
father of twins) and naive boy-scout morality. Die judische Witwe 
(1911) shows a Judith unwillingly chaste; her marriage with an 
old man has not been consummated, and her people reward her 
for slaying Holofernes by making her a Virgin of the Temple, 
privileged to tread the Holy of Holies with the High Priest; in 
him she at last finds her man. There is much that is loathsome in 
this recklessly Jewish drama: above all, the bath scene with its 
detailed unfolding of sexual obsession in the doddering old scholar 
into whose limp arms the girl has been thrust by her decent family, 
and the maid’s awakened body calling even for the crazed and 
impotent old fool, like a child for its toy; but the intention, to 
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concentrate in a symbol expanding and bursting like a gorgeous 
tropical flower the physical need which is the source of existence, 
is realixed in the final scene where the virgin widow, who has 
saved herself by a swing of Holofemes’ curved sword from the 
trampUng lust of the Assyrian army, is again brought by her decent 
family to the sacrifice, this time to be thrust for religion’s sake 
into a loathsome virginity. She writhes and recoils, as she had done 
at the first sacrifice of her body; but as, while she is held, the priest 
from Jerusalem is stripped shred by shred of his ceremonial vest- 
ments and his manly beauty of thews and sinews lights the black 
gloom of the Temple, her struggles cease: ’'kise fasten ihre Finger, 
denen die Hande mit grosseren Fldcben langsam nachgehen, an den eigenen 
Gliedern herab. Ihr L^eib spanntsich - und aus aller Verfolgmg, Vonnurf 
und Fiestimmmg baut er sich neu und volkr auf. Ihre Finger ^ittem urn den 
Saum ihres kure^en Kleides, als hoben sie daran. Die Saule ihres f(ur Erde 
stehenden Haares trdgt die Stirn ihrerschonen Madehenkraft, me die Krone 
heiligsten Gebietensl Such a picture, electric and sated with symbol 
- the self-sacrifice and consummation of love in the Holy of Holies, 
where priest is husband and husband is priest - is the measure of 
Georg Kaiser’s exploring spirit. Through Konig Hahnrei (1913) 
Tristan and Isolde move almost as hallucinated automatons, while 
the interest is concentrated on the senile erotic impotence of King 
Mark. In hiding he has heard Isolde tell Tristan how in Ireland 
her boy brother embraced her with his feet pressed on her lap; 
the picture becomes a fixed idea, which drives the old man crazy. 
The end is vivid: Mark hurls a spear, Isolde covers Tristan’s back 
with her breast, the spear pierces both, and unites them iu death. 
The ‘new man’ of expressionist ethics stands four-square to the 
blasts of fate in Die Burger von Calais (1914): when six volunteers 
are called for to be delivered up to King Edward, seven come 
forward; one too many means that one may hope to survive; the 
sacrifice for the city would thus be a gamble; but one of the seven 
slays himself to end the conflict. He is the new man who is bom: 
he who readily sacrifices himself for others. The play is notable 
for the chiselled majesty of its language; it is as monumental and 
rugged in words as Rodin’s group is in bronze. Europa: Spiel und 
Tafn^ (1915) is a skit on the aesthetic effeminacy of modem times. 
In Von Morgens bis Mittemachts (1916) Kaiser pursues his idea that 
industrial man is an automaton: a bank-clerk turned by routine 
into a calculating machine runs out into life - with 60,000 marks 
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from the till; only to find, between morn and midnight, that 
money buys nothing worth having. Der Zen faur (1916) shows the 
influence on Kaiser of Sternheim’s satirical comedies. A grammar- 
school master is engaged, and his fianch is, by the terms of grand- 
mamma’s will, to forfeit the fortune bequeathed to her unless 
within the space of one year there is a child. But the schoolmaster 
has always lived a model life, and has no idea whether he will be 
able to ; so he tries himself out on a loose woman, gets the repu- 
tation of being a centaur, and loses fiancee and post. Koralle (19x7) 
is a striking presentation of life as a flight from starvation; and 
millionaires are simply those who flee farthest; hence they are the 
most abject cowards. That they trample under foot those who 
cannot or do not flee does not stay their feet. Poverty is contrasted 
with wealth in the very effective second act, the scene of which is 
on the deck of the millionaire’s luxurious yacht : below the tourists 
lolling in the tropic heat are the stokers in the hold: and the two 
worlds are separated only by thin planks. (We find this motif ki 
Freiligrath’s poem Von mten auf,) The son and the daughter of 
the millionaire - himself the son of a worker cast off when too old 
to slave - turn Socialist; and the millionaire’s heartless theories 
beat helplessly against the armoured convictions of their new 
humanitarianism. In his despair the millionaire listens to his secre- 
tary, who, a clergyman’s son, comparing the paradise of his own 
childhood with the pampered upbringing of the millionaire’s son, 
states the law that experience proves: ^Vater und Sohn streben von- 
einander weg, Es ist immer ein Kampf urn Eeben md Tod/ The million- 
aire has worked for another law: that the son is the inner double 
(Doppelganger) of the father. But to the son the paradise prepared 
for him is hell, because he has looked below himself, and the only 
double the father has is an outer double: his secretary. For secre- 
tary and millionaire are each the living image of the other, and the 
secretary’s identity has to be marked by a coral on his watch-chain. 
As the secretary unfolds the happiness of his youth (though he, 
too, had followed the law and rebelled, to strike out a career for 
himself) the millionaire realizes that wealth is stored within, in 
recollections that the experiences of manhood may ruffle but only 
as the wind stirs the sea, and he takes up the revolver with which 
his son had intended to kill him, shoots the secretary, puts the 
coral on his own watch-chain, is condemned for the murder of 
himself, but is happy: T have got back to the paradise behind us,’ 
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he says; ‘I have smashed the gate open, and now I stand in the 
softest meadow green. Over me streams the blue of heaven/ Here 
again Gluck rhymes with ^uruck as in the village idylls of Voss and 
his followers. In the two parts of Gas {Gas J, 1918 ; Gas JJ, 1920) 
Kaiser deals with the problem of the mechani^iation of humanity 
by factory labour; the son of the millionaire who in Koralle is 
executed for murder tries to liberate these mechanized slaves, and 
fails lamentably : they will not relinquish, for healthy natural labour 
amid the fruit and flowers of the field, the quick gain that machines 
bring them. They are not even frightened by an explosion that 
wrecks the factory, although they are aware that it may be re- 
peated. The factory hand is not to be turned into the 'new man’; 
in his case it is too late for Wandlung, Faultlessly symmetrical and 
gruesome in its Wellsian glare of futuristic science is Gas /J, which 
ends with the extinction of all and everything by a pellet of poison 
gas, Kaiser managed to remain in Germany during the Nazi period 
- but silenced and almost starving - until just before the outbreak 
of the war he found a refuge in Switzerland. Here he wrote thir- 
teen plays, the most successful of which was Der Soldat Tanaka 
(1940) ; the hero is a Japanese private soldier who suddenly realizes 
what a horrible business soldiering is. Thereafter Kaiser turned, 
like Gerhart Hauptmann in his final stage, to Greek themes; his 
Hellenic trilogy (1948) Zweimal Amphitryon^ Pygmalion^ ziAPelkro- 
phon is in iambic verse. It might be shown that the ‘"classical’ form 
in these Greek dramas is negatived by an absolutely modern and 
brutal form of realism which is, or is not, compensated for by 
Kaiser’s specific symbolism or playing with ideas (^DenkspielereP), 
whereas Hauptmann comes nearer to the traditional form of Greek 
drama on (more or less) the Greek pattern. The trilogy might 
actually be classed as anti-myth; for not only is a great part of the 
action reduced to crass reality by the reflection that provides the 
modem symbol, but the gods and goddesses themselves are, in 
greater or less degree, comic. The other dramas of Kaiser show 
the same flair for piquant plots {Der Brand im Opernhaus^ 1919; 
Hdlle^ Wegy Erde^ 1919 - one of the great successes of expressionist 
staging; Der gerettete AlkibiadeSy 1920; Die Elucht nach Venedigy 
1923 - de Musset and George Sand). Kaiser tried his hand at a 
novel with Es ist genug (1932): the theme is a father’s prepared 
plan of incest with his own daughter. 

ERNST TOLLER (1893-1939) pairs with Kaiser as a Communistic 
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dramatist; but while Kaiser would lift up the proletariat and liber- 
ate them from the deformation of routine labour, Toller descends 
to them wholeheartedly and identifies himself with their aims and 
hatreds ; where Kaiser uses politics for the drama. Toller uses the 
drama for politics. In Die Wandlmg (1919) a soldier, who by 
patriotism has earned the respect of his fellow-countrymen, casts 
off all outward honour to be bom again as pure man calling, in 
love, his brothers to revolution, hlasse Mensch (1920) discusses the 
question whether murder in the cause of progress is to be tolerated 
or not; the State that murdered by means of generals was Moloch, 
and so are the masses if they murder for the sake of a cause. In Die 
Maschinensturmer (1922) the mass of the workers are the collectivist 
hero. The revolutionary propaganda is taken back to the Luddite 
riots in England; it proclaims Kaiser’s doctrine that machinery 
makes men automatons and destroys the soul. Der deufsche Hinke- 
mann (1923) is bitter with disillusionment; a war veteran returns, 
with his virility shot away, to his wife. Deuer aus den KesseJn (1930) 
dramatizes the revolt of the sailors at Kiel which was the begin- 
ning of the end of the War. In 1919 Toller was imprisoned for his 
share in Kurt Eisner’s coup d^efat in Munich, and during his in- 
carceration he wrote his poem Das Schwalhenhuch (1923): a pair of 
swallows make their nest in his ceU, and he describes their summer 
life. In I was a German (1934), written as a political exile in English, 
and in 'Eine Jugend in Deutschland (1934), Toller tells his own story. 
He hanged himself, as a refugee, in New York in 1939. 

The Communism in the plays of Toller and other A.ktivisten is 
interesting in its revelation of the mentality produced by the col- 
lapse of the militaristic system in 1918. The war at sea found its 
dramatist in reinhard goering (1887-1936); the action of his 
Seeschlacht (1917) takes place in the turret of a cruiser before and 
after the Battle of Jutland; the conflict is between duty and revolu- 
tion; the seven sailors fire the guns rather than rebel, because it is 
easier to obey, but the ideas of mutiny are not so much political as 
bound up with the question of intense individual life calling away 
from an impersonal fate that rolls its slaves round and round as 
cogs in a grinding wheel. The action of ScapaFlow (1919) is before 
and after the sinking of the surrendered German fleet. 

The war on land finds its most lyrical expression in the verse 
plays of FRITZ VON UNRUH (1885- ). He had begun, while serving 
as a Prussian officer, with two tragedies, OfkQere (1912) and Douis 
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Ferdinand^ Prin^ von Preussen (1913), both influenced by Heinrich 
von Kleist; both have actually the same problem as Kleist’s Der 
Prin^ von Homburg ~ whether an officer is entitled to act contrary 
to his instructions, even when success is achieved by insubordin- 
ation. The experience of the War turned von Unruh into a pacifist. 
The revulsion from war which was to become a general feature of 
German literature began as early as 1914 with his dramatic poem, 
written in the field, Vor der Entscheidmg (published 1919). The 
prose epic Opfergang, written during the fight for Verdun in 1916, 
was published in 1918. Ein Geschkcht (1917), a verse drama, is a 
phantasmagoria of orgiastic passions let loose by war: there is a 
tragic mother two of whose sons have been condemned to death, 
one for cowardice and the other for violating women (he cannot 
conceive why the individual in war should not have the same right 
to cut through law that the State has) ; he even rages with incestu- 
ous desire for his sister, who feels the same flame. Sister and 
brother curse their mother, in whom they see merely a tool of the 
State producing sacrifices for the State. In the sequel, Plat^ (1920), 
the restoration of order is shown to depend on the victory of 
expressionistic ethics : humanity must turn away from mechanized 
civilization and find salvation in the love of all for all. Sturme 
(1923) continues Unruh’s fight for his concepts of a new ethical 
doctrine which grants freedom of the will, while Heinrich von Ander- 
nach (1925), 2iFestspiel written for the celebration of the millennium 
of the Rhineland, calls for peace among the nations. In Bonaparte 
(1927) the proclamation of Napoleon as Emperor is stultified by 
ids judicial murder of the Due d’Enghien. In Unruh's Renaissance 
novel Die Heilige (195 1) Catherine of Siena, determined to save the 
soul of an atheist, feels an inrush of earthly love in his presence ; "this 
is the grave’, he tells her in her cell ; "the bride of Christ must choose 
between two bridegrooms, between the call of the senses and that 
of mystic devotion to an idea.’ The novel is starred with a motto 
from Balzac: "Facts are nothing. They do not exist. Nothing re- 
mains to us but ideas.’ Thus in Unruh’s work generally, crude and 
violent as it may seem, the driving force is the mysticism of ideas 
mightier than law and custom. This is the tenor too of the some- 
what grotesquely handled novel Furchtet nichts (1952), which plays 
round the accouchement of the court goat at St Petersburg. 

The dramas of the Viennese writer anton wildgans ( 1881 - 
1952), who for a time, after experience as a judge, was director of 
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the Burgtheater, evolve from the hectic naturalism of his first two 
plays, In Emgkeit, Amen (1913), in which his knowledge of law- 
court procedure comes to the fore, and Armut (1915) - an official 
is stricken with illness, his wife is embittered, the daughter talks 
of selling herself to the lodger, while the lyrically exalted son 
mouths a hymn to humanity - to what has been called Halh- 
expressionismus in Dies Irae (1919), another notorious handling of 
the eternal son-father conflict: the son shoots himself with a toy 
pistol because the father will not understand him. Eiebe (1919) 
treats the pathetic dying down of the erotic urge in the married 
life of ageing couples. Wildgans had planned a trilogy of Biblical 
plays: Kain (1920), Moses ^ and Jesus^ but only the first was com- 
pleted. More lasting probably will be his lyrical work: Herbsf- 
fruhling (1909), End hdttet der Liebe nicht (191 1), Die Sonette an Ead 
(1913), Osterreichische Gedichte (1915), Mittag (1917). There is a 
venturesome modernity of thought in some of the poems, often 
rawly expressed as in Klmakteriumy Dirnen. He analyses his own 
sexuality in his Sonette an Ead, Ead is his name for the lover of his 
dreams : a poet, the argument runs, cannot be chained to hearth 
and wife (Jhm ^iemt rasen^ | Wenn aus seinem Leib | Schwelende 
Schwuk nebelt v(um Gehime)^ and so for him was created die Dime, 
but not she who prowls for prey under the lamplight of towns, but 
the woman to whom God has given beauty and passion; and so 
she queens it over creative spirits. The Queen of all is she who 
comforted Christ on the Cross (Hure und eines Heilands Trost); and 
she is Lilith, Astaroth, Omphale, and Salome who, denied her 
desire, asked for the head of the prophet on a charger. Dreaming 
of the lover of his fevered dreams the poet asks : "Am I faim or 
Pan?’ As the cycle closes he knows that he has dreamt of her as a 
faun, but that now, purified by vision, he is Pan - and Poet. There 
is a light lift in the rhythm of the sonnets and a wealth of allusion 
and imagery. His Dorfidjlle in somewhat clumsy, often flatly pro- 
saic hexameters, Kirbisch oder der Gendarm, die Schande und das Gluck 
(1927) is generally rated higher than Gerhart Hauptmann’s Anna, 
It is a village idyll which is the reverse of idyllic, as the full title 
indicates; actually it is not so much a negative counterpart of 
Goethe’s Hermann und Dorothea as a symbol of Austria in the last 
decaying days of the old Austrian Empire; the gendarme who is 
the titular hero is typical of the self-indulgent guzzling Austrian 
who took things easy. Musik der Kindheit (1928) is a sketch of his 
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boyhood and path. It is completed by Autohiographische Ski^en 
und Fragmente in the sixth volume of his Sdmtliche Werke (5 vols. 
1930; 6 vols., 1948 ff.) and by Bin Behen in Briefen (1947). 

To the group of activists centred round Die Aktion belonged 
Bert Brecht and Amok Bronnen. bert(olt) brecht (1898-1956), 
an Augsburg man, began withBW (1922), the drama of a Wede- 
kindian Frauenvemuster, and won his way through with Frommeln 
in der Nacht (1922): a returned soldier finds his wife living with 
another man. Im Dickicht der Stadte (1924) is a cinematographic 
picture of Chicago with the glare of contrasts that is usual in films ; 
a proletarian faces a yellow plutocrat, dingy attic alternates with 
Chinese hotel, Chinese bars, and all the thicket of Chicago. Leben 
Eduards II. von England (1924) is an adaptation, in collaboration 
with Lion Feuchtwanger, of Marlowe’s tragedy. Mann ist Mann 
(1927) is a khaki comedy: an Irish packer goes out to buy a fish for 
his wife and reappears as a machine gunner of Kulkoa. Die Drei- 
groschemper (1928) - a great success as drama, opera (set to music 
by Kurt Weill), and film - is basically an adaptation of Gay’s The 
Beggar’s Opera (1728), but is drastically reshaped to a Marxist ex- 
posure of the capitalistic society of today, and, with its songs 
distilled from Villon and Kipling, parodies heroic opera. Drei- 
groschenroman (1934) is a variation by way of a novel. This genre 
of epische Oper, as Brecht terms his innovation, is continued in 
Aufstieg und Fall der Stadt Mahagonnj (1929), which satirixes the 
barbarism and decked up culture of our great cities; it was also 
set to music by Kurt Weill. Today Brecht is known as a poet 
committed heart and soul to Communist propaganda; typical of 
this is the very title of his play Badener Lehrstuek (1929). The plays 
which directly follow are classified as Eehrstucke. In Die Massnahme 
(1931) we have what is now the stereotyped ‘confession’ of a 
Communist ‘comrade’ before he is executed. Der Flug der Lind- 
bergis (1930) is a paean to man and the elements he conquers. Die 
heilige Johanna der Schlachthdfe (1932) in a final tableau parodies 
Schiller’s Die Jungfrau von Orleans : a Salvation Army lassie perishes 
because she fails to convert the capitalists of Chicago. In 1933 
Brecht exiled himself and iii 1941 reached the United States by 
way of Vl^vostok, where he joined company with other Com- 
mumst imiff'ls. In 1948 he was back in Berlin. Several of the plays 
which follow are world-famous because they exemplify his prin- 
ciple of epic realism and what is considered his revolutionary 
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stagecraft. This epic or narrative drama differs from the traditional 
‘lllusionstheater’ in the sense that there are pauses in the action, 
■while the actor explains -who he is and what he is doing; or an 
announcer addresses the audience through a loud speaker; that is, 
the action is accompanied by its interpretation to an audience who 
are thus freed from the illusion that it is the purpose of the tradi- 
tional theatre to induce in minds too sleepy to pierce to the hard 
core of the reality that life ever5rwhere and always is. Added to 
this is Brecht’s doctrine of alienation: one incident is counteracted 
by another. Thus in Mutter Courage a Lutheran hymn is sung while 
a girl tries on a whore’s hat; and thus religious solemnity is alien- 
ated by the actuality of life. Masks may be worn to counteract the 
illusion of the dialogue, and there are interludes of songs and music 
which symbolize the inner sense of the action. Brecht has inter- 
preted his technique in essays labelled Versuche^ issued as num- 
bered Hefte. Much of his sensational success he owed to his in- 
ventiveness as a play-producer; his company Berliner Ensemble are 
recognized as first-rate even by critics who are not swept off their 
feet. His great help was his "wife Helene Weigel, who as a rule 
plays the leading character. The first of the post-exile plays is Der 
gute Mensch von Ses(mn (1942). Three gods set out in quest of one 
good human being; unless they find one the world is to be des- 
troyed; at last they find a Chinese prostitute, Shen Te, who is 
good and kind; they set her up in a little tobacco shop, where she 
is cheated by her customers until she develops a second self in he 
person of a hard-hearted "wicked cousin whom she impersonates ; 
he makes short work of the spongers, but he is brought to trial 
for murdering Shen Te, who has disappeared; he gods return to 
judge his alter ego, but give it up as hopeless and return to Heaven, 
leaving the world to its wickedness. Brecht’s best known work is 
Mutter Courage und ihre blinder (1941), set to music by Paul Dessau. 
The period is he Thirty Years War. The twelve ‘Bilder^, which 
owe something to Grimmelshausen’s SimpUe^issimus, show an old 
woman, a camp follower, trudging wih her mobile canteen in he 
wake of he armies to snatch a bare living, he result being that in 
he end she loses her sons one by one and her daughter; but still 
she carries on courageously and still sings her ribald songs, for 
she has to live on he profits of he filh and foulness of war. 
Mother Courage has good hings to say: battles are won by good 
generals, not by brave soldiers ; a defeat does not mean destruction 
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- the dog may die, but the fleas live on. There is no intention of 
glorifying Mother Courage as ‘heroic’; she is just as she is seen, 
greedy of the gain she can snatch, foul-mouthed, fighting to the 
last — for this is the Hell we know life is. In Galileo Galilei (1942) 
the astronomer formally abjures his discoveries at the bidding of 
Church and Inquisition as a price to be paid for being allowed to 
prolong his life with its creature comforts; he is guilty of that 
passive acceptance of tyranny which enables tyrants to keep their 
power. But the play ends on a note of confidence - eppur si mime. 
Der kaukasische Kreidekreis (1947), also set to music by Paul Dessau, 
is based on an old Chinese play^ : a rich, heartless mother abandons 
her baby, which is rescued by a servant girl, to whom it is ad- 
judged by the Chinese test of the chalk circle which reminds one 
of the judgment of Solomon. Herr Puntila und sein Knecht (1948) 
has a fine setting in the lakes and woods of Finland; it shows the 
unbridgable gap between a servant and his master, who is only 
human when he is drunk. As a lyric poet Brecht, influenced to 
begin with by Rimbaud and Villon, gave new life to the old ribald 
'BdnkelliedvsHPs, Hauspostille (192.-1) zadUeder, Gedichte, Chore (1934). 
Hundert Gedichte (1950; poems 1918-50) and Gedichte und Lieder 
(1956) are selections. 

ARNOLT BRONNEN (1895-1944; bom in Vienna) wrote the most 
aaful son-father tragedy, Vatermord (1920) : the son stabs his father 
when the latter breaks into the bedroom where his mother, naked, 
is trying to seduce him. In Anarchie in Sillian (1924) there is an 
industrial strike and the nightmare of machinery. Katalamische 
Schlacht (1924) has one terrific scene in the (comparatively speaking) 
concrete comfort of a trench in the deafening din of drum-fire: 
the brother of the commanding officer comes with his batman - a 
woman dressed as a soldier; the commanding officer sends his 
brother to certain death, and takes the woman himself; after the 
war the soldiers who have known of this act pursue the officer 
through the hell of the inflation, hound him to death, and fight 
for the woman themselves. There is in Bronnen’s plays a wild 
haste and scurry and the sensationalism of the cinema: his aim is 
to quicken drama to the rushed pace of contemporary life; and he 
is more cinematographic in his plays than in his novel of film life, 
Film imd Lehen Barbara la Man (1928). 

‘Explosive diction’ or frantic expressionism runs through the 

^ Sec p. 363« 
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poems and plays of oskar kokoschka (1886- ; a C^ech by descent) ; 
in his plays {Morder^ Hoffnmg der Frauen^ 1907; Die traumenden 
Knaben, 1908; Der bremende Dombusch, 1911; Hiob, 1917; Vier 
Dr amen ^ 1919; Der weisse Tierfdfer, 1920; Der gefesselte Kolumbus^ 
1921) the problem is that of "senseless desire from horror to horror, 
insatiable circling in empty space’ caused by the splitting of human- 
ity into sexes. Kokoschka belongs to that group of "Bolshevized 
painters’ (including Otto Dix and Franz Marc) whose works were 
in August, 1937, by official decree ignominiously cast forth from 
all German art galleries, and who were forbidden to exercise their 
craft; and the qualities of his painting - distortion used to reveal 
the innermost psychological instincts, writhing lines glinting in 
splashed colour - warp and obscure his literary work in still 
greater measure. He is now a naturalized Briton. 

ERNST BARLACH (1870-1938) was a famous sculptor (mostly in 
wood), and the characters of his dramas (J)er tote Tag, 1912; Der 
arme Vetter, 1918; Die echten Sedemunds, 1920; DerFindling, 1922; 
Die Sundflut, 1924) are like figures massively sculptured, awkward 
and hampered because left in the rough, but lifted as though by 
the wind or the breath of God in their folds; they belong to two 
worlds, earth-bound as "creatures of this side’ but as "creatures of 
the other side’ hearing "the rustling of the blood of a higher life 
behind the ship’s planks of everyday custom’; they are thus ghosts, 
but in the flesh. Barlach attempts to interweave - with the delicacy, 
the cruelty, and the intricacy of a spider’s web - the unseen with 
the seen in a new creation of myth. In Der tote Tag the problem of 
a mother’s relations to her son is viewed from a totally different 
angle from that of Hesse in Demian: a very physical mother and a 
son in whom spirituality stirs live in the great hall of a house with 
a cellar attached; the son’s father is a god ("all sons have their best 
blood from an invisible father’) ; the mother wishes to keep her 
son tied to her apron-strings, by cellar and kitchen and broom; 
she would fain have him "a suckling grown up’ (Herzeloyde in 
the same way would have prisoned Parzival to the warmth of her 
breast, if angels from afar had not lured him forth) ; 'Sohnes^ukunff, 
says the mother in Barlach’s play, "/>/ Muttervergangenheif \ and 
when the invisible father sends a magic steed (Somenross) to spirit 
the lad into radiance she stabs it to death in the night; for, she 
says, "the son who rides forth on a steed comes back hobbling on 
a beggar’s staff’ - as her long-vanished husband does during the 
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action of the play, blind with gazing on misery and with, for sole 
possession, a stone which symbolizes sorrow; ‘a man’, he says, ‘is 
he who takes up the sorrow of others’. Sonnenross being slain^ 
no dawn comes, but dense darkness swathes all - the ‘dead day’ 
of home and cradling mother love. Materialism has put out the 
light of idealism. In Die Siindflut Noah, a holy man, faces Calan, 
the embodiment of evil, who is drowned; but the two antagonists 
are equally near to God; with Barlach as with Kafka 455) evil 
is part of good; evil is created by God, and itself creates; Jehovah 
himself is created by those he creates. The Nazis branded Barlach 
as degenerate (^als Dntermensch und mnderrassig’), as one ‘besessen vom 
Damon der ostisch-slawischen Menschheitsffuppe’, and his sculptures in 
public places were removed or destroyed. It is true that a two 
months’ stay in Russia in 1907 had given him, as he says, his idea 
of limitless space in which human shapes - peasants, shepherds, 
beggars - stand out firmly chiselled and crystallized (he had the 
same experience as Rilke) ; hence in his work he tries to give a 
conception of ‘das Menschliche' firmly fixed in the sweeping vast of 
infinity. His bent to mystical configuration was strengthened by 
a visit to Italy in 1909, and by his intense study of Theodor Dau- 
bler’s mythological poetry, by the radiance shining down from 
Daubler’s land of stars on his own vale of tribulation here below. 
A revival and intensification of interest in Barlach’s work, sculp- 
ture and drama, dates from 1945 ; it coincides with the vogue of 
existentialism and is partly to be explained by this. As a sculptor 
outward form was nothing to him; what he seeks to show forth 
is the soul beneath the surface; and man as a unity of body and 
soul lives, not in an environment of ideal beauty, but in a world 
mysteriously moved by the dark forces of fate. Hence, he says, 
the Russian, the Asiatic type, who can only be understood mystic- 
ally, is more related to his own nature than his contemporaries 
covered by the folds of culture. ‘Ichsah am Menschen das Verdammte, 
gkichsam Verhexte, dber ouch das XJr-Wesenhi^te’ . The purpose of 
life, he affirms, is to fight the battle of life against darkness; and 
in his dramas this battle of two forces is expressed, not so much 
in the clash of argument, reproof and retort, as in the character’s 
communing with his inner self. But although his dramas matter 
for their meaning, he protests against their being acted too solemnly 
as mysteries; he wishes the humour that is an essential part of 
their build-up (‘«r ist ein Berg Humor in der Sundfluf) to be givm 
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full scope, and he scoffs at the catchword ^harlachscbe P/asfik\ Even 
the patriarch Noah in Die Sundflut is intended to be congenitally 
comic; his stage figure is to be in the nature of a landed proprietor 
walking heavily with a stick. Involved symbols of mysticism still 
wreathe the visionary shapes and the dream-Hke action of his later 
plays. Der Graf von 'Kat^ehurg (195 1) is the mystical story of a feudal 
lord who sets out to seek God; the lesson of it, Hch babe keinen 
Gott^ Gott hat comes close to Kafka’s teaching. There is 

marked originality of tone and treatment in his autobiography, 
selhsten(ahltes Deben (1928), and there are autobiographical threads 
and snatches in the posthumously published novels Seespeck (1948) 
and Der gestoblene Mond (1948). His posthumous Tragmente aus sehr 
fruher Zeit (1939) consist of sketches and miniature essays. Essen- 
tial for comprehension of man and artist are his letters : Aus meinen 
Brief en (1947) and Barlach: l^ben und Werk in seinen Brief en (1952). 

Obviously these new dramatists make a desperate attempt to 
expand the scope of drama. The plays of hans henny jahnn 
(1894- ) have to be considered because, revolting as they often 
are, they are symptomatic. Because of the sexual extravagances of 
his themes Jahnn has earned the title of Prophet der Unt(ucht. His 
first plays illustrate his declared conviction that ^man is capable of 
anything’. The hero of his Pastor Ephraim Magnus (1919) is a young 
clergyman whose nature as a modem man is made by brute in- 
stinct; he seeks God by way of torture and throttles his sister be- 
cause of her incestuous love for him. Incest is again the theme of 
Der gestoblene Gott (1923), and abnormal sex relations are the subject 
of Der Ar^t^ sein Weib^ sein Sohn (1922). In Die Kronung BJchards III 
(1921) Richard murders in the exasperation of his rage at the decay 
of his own body, and the Dowager Queen Elizabeth murders the 
boys she has enjoyed. His Medea (1926) has the eyes tom out of a 
messenger who comes with bad news. Discussion of Jahnn flared 
up again when in 1948 Armut^ Reichtum^ Mensch und Tier^ written 
in 1934, was performed: a Norwegian farmer is rent by his mystic 
love for a horse and is tragically caught between two women. In 
Thomas Chatterton (195 5) he drives in the opposite direction from 
Ernst Penzoldt’s pathetic Novelle Der arme Chattertom in Jahnn’s 
tragedy Chatterton fights for the prerogatives of his genius, and 
even if he resorts to cheating the cause of this is his inborn clever- 
ness; he fights fate with the strength of his will; he is beaten, but 
that is the fate of genius. The defence of Jahnn, who is an ultra- 



404 MODERN GERMAN LITERATURE 

respectable organ-builder in Hamburg, is that he is trying to pierce 
to the very roots of Freudian complexes; and if he is given credit 
for experimental psychiatry he at least deserves consideration by 
the side of Ernst Barlach. There is experimentation in his novel 
Perrudja (2 vols., 1929), a pioneer attempt in the manner of James 
Joyce’s Ulysses, and still more in the trilogy of novels Fluss ohne 
Ufer, -written in the Danish island of Bornholm, where Jahnn had 
found asylum during the Hitler terror; he had a farm there, and 
bred horses. The outward structure is that of grand opera: Part i 
Das Holischiff (1937) is the overture; Part II, Die Niederschrift des 
Gustav Anias Horn (Vol. I, 1949; Vol. II, 1950) is the body of the 
work; Part III, Epilog (1932) is the finale. ^ The inner action runs 
on in themes, strophes, fugues, motifs, accords, rhythms. Music, 
Jahnn says, took its build-up from poetry; the novel is entitled to 
take back what music took. In Das Hok^schiff a three-master sails 
away on a mysterious voyage; the captain’s daughter, Ellena, dis- 
appears mysteriously. All on board are in danger, for Unseen 
Powers are at the helm; this is life on the shoreless river. The 
crew mutiny; the ship is wrecked, and sinks into the deeps raking 
its mystery with it. These mysteries are revealed in Part II. P. ll fna 
has been murdered by one of the sailors, Tutein, who for twenty 
years is swept about the world in close intimacy with the girl’s 
betrothed, Anias Horn. The narration of their experiences in the 
ports of South America, in the coast lands of Africa, and in the 
lovely regions of Norway wallows in atrocious perversions and 
vices, which rise continuously like islands from this shoreless river 
of life. But the magic of art and music begin to weave into the tale 
and in the Epilogue (the finale, a rondo, coro, minuettd) the sense and 
texture of the complex weft is disentangled, while prospects open 
out which reflect Jahnn’s central vision as it pierces through the 
overhan^g gloom to primeval causes, which, being in the blood, 
make evil urges innocent. Fluss ohne Ufer with its wide sweep must 
be ranged with those monumental novel trilogies of recent years 
which have opened out new vistas (pp. 3 08, 3 3 5 , 3 69). The difficulty 
for the reader is that Jahnn’s trio is fitted not merely to musical tech- 
nique but also to mathematical propositions. The physicist, Jahnn 
reminds us, proclaims that Time is an unknown dimension. What 
Time holds is Fate, and nothing is constant except Fate. And so 
Fate, being constant, cannot be changed by the Past into the 
^ Jahnn’s scheme may be based on Wagner’s R/nj-. 
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Future. The Present does not exist except as an integral of Time. 
What Fluss ohne Ufer describes is the inversion of Time. 

The dramatic work of Ferdinand bruckner (1891-195 8) - like 
Wildgans and Amolt Bronnen, Viennese by birth ~ marks 
the beginning of the new movement known as die Neue Sach- 
lichkeit (p. 422)^ ; the term denotes an intention to get back to 
things as they are and to pathology that a physician might recog- 
nize as at least problematically possible. The writers of this ‘New 
Factuality’ or ‘New Functionalism' do indeed aim at atomistic 
exactitude, but the reality which their psychic probing seeks may 
be trammelled in the inmost depths of consciousness. Sexual crises 
and perversions form the staple of Bruckner's Krankheit der Jugend 
(1926); in Die Verbrecher (1928) he lights up the misery of a block 
of flats which symbolize God's house of many chambers. His ex- 
perimenting interested London audiences when his Elisabeth von 
England (1930) was produced at the Cambridge Theatre in 1931; 
the love element is weak (the Essex-Elizabeth motif discussed by 
Lessing still baffles all who attempt it), and the documentation is 
no doubt that of Strachey, but the doubling of the action - one 
side of a cathedral in London and the other in Spain, with the 
action alternating or synchronizing, Protestants and Catholics 
praying to one (? ironic) God - had at least the effect of novelty. 
Of Bruckner's later plays Timon (1932) is gloomed by the pessi- 
mism of Shakespeare's Timon of Athens; Die Marquise von O. drama- 
tizes Kleist’s Novelle; in Napoleon 7(1936) the Emperor philanders 
with women who are intellectually his superiors; in Heroische 
Komodie (1938) Madame de Stael fights for freedom in love and 
elsewhere. His Pjrrhus und Andromache (1952) weds the matter of 
Euripides to the form of Racine; Fruchte des Nichts (produced 
1952), which shows forth the hopelessness of youth at the end of 
the Second World War, completes a series united in the volume 
Jugend ^(weier Kriege (1947); here Krankheit der Jugend and Die 
Verbrecher are followed by Die Rassen (193 3), the theme of which 
is the mental conflict of a student who loves a Jewish girl. In Der 
Kampf mit dem Engel (1942) and Der Tod einer Puppe (1956) a chorus 
is introduced and there is some approach to T. S. Eliot's verse 
technique, 

^ The term was first used by Carl Sternheim as the sub-title of his comedy 
Die Schuk von Uf^nach oder Neue Sachlichkeity but whether in the sense of approval 
or satire is not clear. 
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CARL zucKMAYER (1896- ) began with outrageous expressionist 
plays: Kreu^weg and Pankra^ erwacht oder die Hintemaldler 

(1925), the latter a play of the Wild West. In 1939 he found a 
refuge in the United States, where he ran a farm in Vermont Hill. 
In 1947 he returned to Germany. His comedy Der frohliche Wein- 
berg (1925) was awarded the Kleist prize because it was the first 
breakaway from the nebulosity of expressionism to life as it mi^t 
be lived. From now on Zuckmayer ranks as a gesundeter Expres- 
sionist The hero of Schinderhannes (1927) is a captain of robbers in 
the Rhineland in Napoleon’s days; the left bank of the Rhine is 
occupied by the French, while on the right bank a German army 
is assembling. The doctrine is frankly soaked with the socialism 
of today; the real robbers are Church and State, while Schinder- 
hannes takes nothing from the poor. In Katharina Knie (1928) we 
have a rope-dancer who is married by the landowner from whom 
she steals hay for her donkey. Der Hauptmann von Kopenick (1931) 
is a relentless exposure of Prussian militarism before the outbreak 
of the First World War; an out-of-work cobbler who has spent a 
good part of his life in prison steals a captain’s uniform, walks 
into a town hall, arrests the mayor, and walks off with the civic 
cash-box. This breath-taking feat is only possible because the cob- 
bler with miraculous ease drops dialect for the cultured German 
of the officer class. Der Schelm von Bergen (1934) varies a well known 
Rhineland legend; Bellmann (1938; in 1951 renamed \Jlla Winblad) 
dramatizes the love-story of the Swedish poet. All these plays are 
put in the shade by Des Teufels General (i 946), which throws a lurid 
light on conditions in Germany just before the United States came 
into the war. Zuckmayer had gone into exile in the belief that 
Hitler would be overthrown by the resistance movement in Ger- 
many, and in the play we see this resistance movement taking 
shape; aeroplanes are crashing because the workmen who produce 
them are using wrong alloys in the conviction that the only way 
to get rid of the Nazis is to lose the war; the ethical weakness of 
the idea is that good men who are not Nazis at heart are sacrificed. 
General Harras of the air force, who is not a member of the party, 
is under suspicion, and we see him coming to the conclusion that 
he has been the devil’s general; to escape extinction in a concen- 
tration camp he takes the air in one of the new defective machines, 
crashes immediately, and is given a State funeral. Der Gesang im 
Feuerofen (1930) is in some sort a return to the ecstatic upsurge of 
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expressionism. The furnace is occupied France ; the song is the rising 
of the maquis against the occupying German troops. Das kalte 
Licht (1955) is up to date in the sense that the question raised is 
whether East or West should control atomic power, and there is 
a spy whose ideological convictions lead him to spy for Russia. 
The problem today is whether Zuckmayer is not rather a play- 
wright with all the tricks of the trade at his fingers’ ends than a 
dramatist proper. What cannot be missed is his abounding vitality, 
his verve and versatility. His wit is inexhaustible. He has a com- 
plete command of expression in all the dialects that are intelligible 
on the stage, and there is infinite fun in these dialects as he uses 
them. The action rarely flags, though in Des Teufels General the 
theme of Nazi devilment {^ISlafionalitdt durch ^estialitdf ^ as Grill- 
parzer foresaw it in his epigram) is so exhaustively expounded 
that in the last act it is wearisome. Zuckmayer’s immense reputa- 
tion has been in a great measure won by his contemptuous dis- 
regard of restraint and decency. Most of what he has written has 
been filmed; in point of fact his best plays are more film-like than 
in the traditional sense dramatic; what we get is a loosely strung 
concatenation of scenes, and, it may be (as in Des Teufels General)^ 
a continuous debate or discussion. But the characterization is 
masterly. To say that Zuckmayer plays fast and loose with the 
established canons of drama would be merely captious criticism; 
for to a writer of Zuckmayer’s type - and he represents a group - 
whatever was or is established is for that reason antiquated or 
obsolete. His qualities as a dramatist come out also in his fiction 
(DerBauer aus demTaunus^ \^z-j\A.jfenhoch(eit^ i<^^z\Diebesgeschkhtey 
1934; Sal^warey 1935 ; Herr liber iJben und Tody \^'^'^\Der SeelenbrdUy 
1945). In Herr uber Deben und Tody for instance, nothing could be 
more finely concentrated and dramatically poised than the tension 
of the first part; but what follows the posing of the problem 
whether a mentally and physically defective baby should be pain- 
lessly extinguished or allowed to live - is revoltingly sensational. 
As a lyric poet Zuckmayer is represented by Der Baum (1926), 
which is reprinted in Die Gedichfe (1948). Autobiographical are 
Tro Domo (1938) and Second Wind (1940; in English only). 

The revival of the historical drama begins with Wolfgang 
GOETZ’s (1885- ) Gneisenau (1925); this was one of the great stage 
successes of the period. His Kavaliere (1930) handles the love story 
of Ludwig I, King of Bavaria, with the dancer Lola Montez. 
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Where Goetz attempts other than German history he falls off as 
in Robert 'Emmet (1927) or Kuckhickseier (1934), which pictures 
Shakespeare in country retirement in his old age. His great success 
after Gneuenau^2& Der Ministerprasident The Prime Minister 

is apparently modelled on Bismarck. His son elopes, just as war is 
about to break out, with the Herzogin (there are no names, only 
titles), the daughter of the Prime Minister’s most powerful enemy; 
the Herzogin admits that she throws herself at the man for political 
purposes. The play is essentially a Pfluhtdrama-, the son gives the 
woman up, because he cannot desert. The characterization is good; 
the dialogue is subtle, racy, and ultra-modern, and there is real 
wit, with effective contrast of characters. Kampf urns Reid (1939) 
portrays Fieldmarshal von Arnheimb as the pattern of a statesman 
during the Thirty Years War. Goetz has also written popular 
fiction. In Reise ms Blaue (1920) the British Government sends, at 
Napoleon’s request, a bevy of girls to St. Helena to amuse the 
band of devotees still with him. Das Gralswmder (1926) is a comic 
story of the film world. He has also written critical work: Du und 
die Literatur (1931), and biographies: Napoleon (1926), Goethe 
(1938), M(n(art (1941), Sdiller (1944). 

Though CURT g6t2 (1888- ), who lived for some time in Holly- 
wood, is a namesake and almost of the same age as Wolfgang he is 
at the opposite end of dramatic creation. Curt’s set purpose is to 
entertain, at whatever level, not to inculcate Prussian virtues. 
There is the lightest possible touch in the five grotesque sketches 
of Nachtbeleuchtung{i^i<)) ztidin Menagerie There is a species 

of family relationship running from the comedy Ingeborg (19Z1) 
through the three one-act plays of Die tote Dante (1924) and the 
comedy Das Haus in Montevideo (1946). In Dr. med. Hiob Prdtorius 
(1932) a doctor is on the track of the bacillus responsible for silli- 
ness. There is the same irresponsible sensationalism in the ‘legend’ 
Ta^'ana (1949) and his erotic novel Die Tote von Beverly Hills (195 1). 

No one in the Vienna of today would doubt for a moment that 
FRANZ THEODOR csoKOR (1885-; pronounce Tschokor) is in the 
front rank of the writers of the present generation. It is more or 
less a elide that as a dramatist he counts as equal with Zuckmayer 
and Bert Brecht, principally because his dramas are built up round 
the social and political problems of today. He described his war 
e:^eriences intwo books: .Als Zivilistim polnisdenKrieg(T.<)^^') and 
His Zivilist im Balkankrieg (1947). As a narrative prose writer he is 
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here at his best. Throughout the story the narrator is hemmed in 
by perils which have the excitement of romantic fiction; again and 
again he escapes by the skin of his teeth from Hitler’s gangs, and 
in the last stage of the second book, when he is under the super- 
vision of the kindlier or more careless Italians in his mountainous 
and densely wooded Dalmatian island he is in danger from the 
revolutionaries of the macchia (the Serbian maquis). The dramas by 
which he is best judged at the moment are the three collected as 
'Europdische Tri/ogie (1952). The first play of the trilogy, November^ 

(1956) throws a glaring light on Austrian trends and moods 
at the end of the First World War. The characters are sharply 
individualized; they are symbols, but they are tangibly alive and 
real, and directly moved, each in his different way, by the tragic 
break-up of the Habsburg monarchy after defeat, but also under 
the shock of regionalist and socialistic ideology. In this clear and 
convincing exposition of revolutionary doctrines and of a new 
orientation of ideas November^ 1918 follows up Csokor’s play 
Gesellschaft der Menschenrechte (1929), in which he portrays Georg 
Buchner as a revolutionary, for this too lights up the dying down 
of mouldy political beliefs and the onrush of a new humanitarian 
faith. Nothing could be more striking than this logical polarity in 
Csokor’s thinking: he remains a Catholic, a conservative, and even 
a royalist, but in the clash of convictions from which he shapes his 
drama there is equal strength of argument on each side. It was 
inevitable that post-war drama should find themes in the resistance 
movements in occupied territory. Of these plays the most famous 
are Zuckmayer’s Der Gesang im Feuerofen and the second play of 
Europdische Tri/ogie, Csokor’s Besetz^tes Gebiet (1930), the scene of 
which is a town in the Ruhr. Here the polarity of parties is vividly 
rendered: the hero is the mayor, who is convinced that the wisest 
course for Germany is to submit and to atone for the injuries done 
in a war which must be recognized as brutal aggression. He is 
faced by a group of five partisans (Freischdrler\ whose aim is to 
inflict the greatest possible damage by clandestine attacks on the 
occupying French forces. Der verlorene Sohn (1946), the third play 
of the group, was originally written in blank verse, and for the 
best part this remains, though printed as prose; what results is a 
singsong dialogue which gives an air of unreality to the crass 
happenings, though it more or less fits the underlying approxima- 
tion of part of it to the story of Bethlehem at Christmas. The 
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action again passes in occupied territory; the prodigal son. Stipe, 
is away fighting with the insurgents in the maquis; he is the 
youngest of three brothers. The time is Christmas Eve and Christ- 
mas Day; and in the opening scene the Christmas candles are lit 
and the festive table laid, with a vacant seat for any guest who 
may come. Will it be Stipe? There is also religious symbolism 
which points forward to the mysticism of the following two plays; 
Marja (Mary), the wife of one of the brothers, gives birth to a son 
in the stable while the house is burning, and as the play ends she 
sets out, supported by Stipe, who has returned, to join the maquis 
(once again, by way of allusion, the flight into Egypt). The two 
following plays, Vilatus (1949) and Caesars Witwe (1953) together 
with Kalypso (1942) are published together under the title Oljmp 
md Golgotha. Trilogie etner Weltwende (i954)j to indicate that the 
.motive which is common to all three, a crisis in the worship of 
gods or of a god, signifies a more revolutionary change in the 
seventy-seven years from the murder of Caesar to Golgotha than 
that between 1914 and 1945 which motivates the European trilogy. 
Of the other plays Die Weihermuble (193 1) continues the old Vien- 
nese Zauherstuck-, Gottes General (1939) with its illumination of the 
religious experiences of Ignatius de Loyola lays bare also Csokor’s 
own religious faith. The Doppelbodigkeit which is somewhat glar- 
ingly on the surface in the Weltwende plays makes up the action of 
the novel Der Schlussel e(um Abound (1935). It falls into twelve 
chapters with twelve interludes (Intermet^i) intervening; each 
interlude lights up something which is happening elsewhere at 
the same time as the apparently unrelated event narrated in the 
foregoing chapter, the idea being ‘doss sich kein Geschehen der Welt 
ohne v^itverhaftete Bei^iehmg v^rgysamten geistesgeschichtlichen Lage voll- 
e(ieht\ Here we have an attempt to expand and deepen the range 
of the modern novel. The raw event is the symptom of mental or 
spiritual stirrings which occur elsewhere, which change the face 
of the world, and which recur through the space of time; thus, 
while the Anabaptists lash out in Munster, Henry VIII sends Anne 
Boleyn to the scaffold, because she does not bear him a son - but 
her daughter will be England’s greatest monarch; Paracelsus dis- 
covers a new interpretation of illness as proceeding from the mind 
- a concept related (^e^eitverhaftef) to what we now call psycho- 
analysis; the Anabaptists and the Lutherans have their fling, but 
Ignatius de Loyola allots the earth to his Society of Jesus. Csokor’s 
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lyric verse {Dk Gewalten^ 1912; Der Dolch und die Wunde^ 1 9 1 B ; Das 
schwar^e Schiff^ 1944) is available in a collected edition, Immer ist 
Anfang (195 1). Tlie most important section is Historische Balladen; 
by their choice of theme and their illumination of character these 
ballads prove that Csokor is first and foremost a dramatist; Kain is 
the murderer who cannot be anything else, and there is a modern 
Freudian interpretation of old themes in such poems as David und 
Ahisag (how different from Rilke’s poem!), Konig Salomon verfallt 
dem Weibe, while Karl Stuarts Todesgesang reflects Csokor ’s deter- 
mined devotion to the royal house of his own land. The explor- 
ation of sex feeling gives a morbid thrill to the lyrics generally; 
the loveliest is perhaps Grahmal eines Poeten with the lurid light it 
sheds on Baudelaire’s inspiration. 

HANS jost REHFISCH (1891- ) was at one time dubbed ^der Suder- 
mann der neuen Dramatiker^, During the Second World War he was 
a lecturer in sociology in New York and edited the emigrants’ 
journal In Tirannos, He began with the neo-romantic drama Die 
goldenen Waffen (191 3), the theme of which is the fight of Ajax with 
Ulysses for the golden weapons of Achilles. Plays which followed 
were Die Heimkehr (1918); Das Paradies (1919); and Deukalion 
(1921), in which the hero with his wife survives the Deluge. A 
great success was Chauffeur Martin the hero of which revolts 

against God because in complete innocence he has run over a man. 
The comedy Die En^iehung durch Kolibri (1921) was in 1924 re- 
christened Die Eibelle. The tragi-comedy Wer weint um Juckenaek? 
(1924) had international success. Typical of Rehfisch’s touch on 
the pulse of theatre-goers is Hande mg von Helena (1951); the 
heroine is highly tickled by attempts at artificial insemination. 
More solid than the ruck of these plays and based on historical 
study is the novel Die Hexen von Paris (1951), the story of the 
Marquise de Montespan. 

BERNT VON HEiSELER (1907- ), the son of the Russian bom 
dramatist and translator of Puschkin Henry von Heiseler (1875- 
1928), began with one-act plays which are collected in Kleines 
Theater (1940). His first full drama, Schill (1934), presents the Prus- 
sian patriot Ferdinand von Schill, who raised a rebellion against 
Napoleon. Das laute Geheimnis (1931) uses motifs of Calderon, 
while Des Konigs Schatten (1939) is modelled on one of Goldoni’s 
plays. Von Heiseler was forbidden to publish after his tragedy 
Cdsar (1941) had shown open conflict between dictatorship and 
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democracy resulting from the murder of Caesar by Brutus. Fhilok- 
tet (1947), modelled on the drama of Sophocles, calls for tmtb 
even in politics. The very titles of some of von Heiseler’s plays 
indicate that thematically he has recourse to Renaissance and neo- 
romantic material, which he may bring into relation with prob- 
lems of today. A great effort is his Hohenstaufentrilogie (1948); the 
prelude is Die Stmde vor Konstam^ {^ 959 )> the centre piece 
Kaiser Friedrich II. (staged in 1951 as Botschaft an den Kaiser) is 
completed by Der Gefangene, with the death of Enzio. Semiramis 
(1943) harks back to the draft of a play by Calderon. In Das Neu- 
beurer Krippenspiel (1945), produced in aid of the restoradon of the 
Frauenkirche at Munich, religions which differ in doctrine col- 
laborate for a good cause. Das Flaus der Angst (1950) satirizes 
existentialism: the princess imprisoned in Bluebeard’s castle under- 
goes all the stages from Daseinsangst onward of this doctrine of 
today. Von Heiseler’s unquestioning Christianity, which gives 
tone and substance to the pith of his plays, emerges too in his 
lyric poetry: Wanderndes Hoffen (1935) and Spiegel im dmklen Wort 
(1949 ; a selection). He has written biographies : Stefan George (1936), 
R/eir/ (1959) ; and in Ahnungund Aussage (1939) he interprets Kleist, 
Hebbel, Morike, and poets of today. In fiction he has to his credit 
the short stories Die Dnverstandigen (1936) and Er^dhlmgen (1943) 
and a novel of Tyrolese peasant life. Die gute Welt (1938). 

It is a commonplace of present-day criticism to class fritz 
HOCHWALDER (1911- ) as the successor of Georg Kaiser and to 
group him with Ferdinand Bruckner, Zuckmayer and Csokor as a 
dramatist who breaks new ground. His plays have been success- 
fully produced all over the world. Born in Vienna, he was, after 
an elementary school education, a decorator’s apprentice. In 1938 
he fled to Zurich, where he still lives. Friends who knew his &st 
attempts at play-writing lent him a wooden hut, and here at 
Ascona on the shores of Lake Maggiore, in utter isolation and 
living on soup-cubes, he completed Das heilige Focperiment (1942), 
a play which adheres to the classical principle of the unities of 
place, time, and action. A strikiag feature is that there is no female 
character. The scene is in the office of the Provincial in the South 
American headquarters of the Society of Jesus in Buenos Aires. 
We have here a subject which in recent years has been used by 
writers in revolt against tyrants and the whole concept of dictator- 
ship (pp. 488, 496), most notably in Reinhold Schneider’s LizrCawr 
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vor Karl dem Fmften, What emerges is that the Spanish colonists 
used the indios as slaves in their plantations and that they treated 
them as beasts, objecting even to their learning Spanish, whereas 
the Jesuits who colonized Paraguay established there a Christian 
state which had all the features of a Utopia such as we see featured 
as a dream and ideal in the spate of recent Utopian novels. But the 
Argentinian colonists agitate in Spain and even in Rome against 
this enlightened system, and the dramatic conflict begins with well 
reasoned argumentation on both sides when the Provincial forces 
his old university friend the Visitator, who has been sent by the 
Spanish Government to take over the realm the Jesuits have 
created, to acknowledge that this Christian state has been founded 
and is benevolently ruled by right and reason, whereas the colon- 
ists who are up in arms against it and the Spanish government to 
whom they appeal have no plan except confiscation for their own 
profit. There is one of the dramatic surprises of which Hochwalder 
is past master when an Italian, one of several people who seem to 
appear on the scene with no specific purpose, reveals himself to 
the Provincial as an emissary appointed by the General of the 
Order to supplant him and to hand over Paraguay to the Spanish 
king. The Provincial is wounded and dies during the fighting that 
ends the action, and the last words are spoken by the Visitator, 
who carries out his instructions but knows they are unjust: ^We 
have achieved our object. The kingdom of God is the devil’s.^ 
The whole argument is an exposure of political and Christian 
policy as it was then - and as it is now. Utopia is impossible, be- 
cause the principles that rule it are justice and charity. Hdfel du 
Commerce (1944) is labelled ‘Komodie in 5 Akten nach Maupassants 
Novelle Foule de suif\ There is unity of place, but not of time; the 
action lasts three days. The wit throughout the comedy is pungent 
and the general tenor is withering contempt of social "respecta- 
bility’. H 6 tel du Commerce has its place apart in Hochwalder’s work 
in that for once in a way there is a love interest, though it is 
shadowy; and as regards the "burning actuality’ which is claimed 
for Hochwalder’s plays it does not touch contemporary phases of 
revolt except in so far as it is a scathing attack on caste feeling. 
In Zurich Hochwalder came into contact with Georg Kaiser, who 
passed on to him the idea and the plan of Der Fluchtling (1945). 
As in Georg Kaiser’s Von Morgens bis Mstternachfs there is expres- 
sionistic Namenlosigkeit; we know the three characters solely as 
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Der Fliichtling, Die Frau, Dcr Gren2wachter. Meier Helmbreeht 
(1946) is a dramatization of the late Middle High German satirical 
verse tale (written about 1250) of the farmer’s son who, with his 
head turned by the epics of knightly derring-do, and spoilt by a 
doting mother and sister, dons armour and sets out as a marauding 
knight (^ubritter) to plunder and ravage the countryside. Essen- 
tially Hochwalder’s theme remains constant to his general purpose: 
helpless peasants are plundered and murdered and there is no 
redress. Hochwalder modestly labels his Der offentlkhe Anklager 
(1949) as Schauspiel. It is much more than that. It is a tragedy in the 
classical sense, with the three unities observed. The time is 1793, the 
’’annee terrible’-, the scene throughout is the Conciergerie, from the 
windows of which the guillotine is visible ; the action lasts through 
the day into the early hours of the morning. There is no love inter- 
est. There is a dominating woman, Theresia Tallien, who is said 
to be, and as the action proves she is, the directive force of what is an 
apology for a government. It is a species of fate tragedy; for the 
terror grinds Uke an automatic machine - la machine infernale - , and 
there is no escape for those on whom the shadow of doom is cast. 
In aninterviewwithFouquier-Tinville,the Public Prosecutor, who 
sends victims to the guillotine in great batches, it emerges that 
Theresia has good grounds for getting her husband Tallien, the 
official head of the government, dispatched in the usual summary 
way. All that is needed is the pretence of a trial in which Fouquier- 
Tinville makes out some case or other. It is arranged that the name 
of the victim shall be in a closed envelope, which is to be opened 
in court as a stunning climax at the end of the trial. The spectator 
or reader is convinced from what is said that this is to be the last 
victim of the Terror, and that afterwards Fouquier-Tinville will 
retire and a reign of peace begin. The Public Prosecutor makes a 
long speech, and when the fatal envelope is opened the name is - 
Fouquier-Tinville. He has pleaded brilliantly for his own con- 
demnation. These are ingeniously contrived stage effects, and there 
is marvellous skill in the manoeuvring of the dramatic tension. 
But the sum and substance of the tragedy is the programmatic 
depiction of all the horrors of the Terror, all the more vivid 
because the scene is the Conciergerie - just Fouquier-TinviUe’s 
office with, sitting there, his submissive clerk and, piled on the 
shelves, the dossiers of those who have gone and who are listed 
for the guillotine. It is an incisive study of tyrants and their tech- 
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nique; and, though the period is distanced from today, no one 
can miss the dramatist’s intention - this is what automatically 
happens wherever there is government by a dictator or dictators. 
If there is a fault it is that the tying of the knot is too mathematic- 
ally contrived {ausgeklugelt is the best term), but nevertheless the 
picture is basically true - both in those desperate days and in 
these. In Donadieu (1953), skilfully spun out of Conrad Ferdinand 
Meyer’s poem Die Fusse im Feuer^ the course of the action proves 
once again that right is helpless. But in this play the very heart of 
the argument is that vengeance is wrong, even if the means to it 
work into the avenger’s hands; for, as Judith says to her father, 
^Mein ist die Rache^ spricht der Herr\ This denouement seems to run 
counter to Hochwalder’s constant theme that, in the long run, 
right is might, and that tyrants perish because, as history proves, 
the will to destroy them springs eternal in the minds of the op- 
pressed who, in the nature of the case, are in the majority. Die 
Herberge (1956) is labelled ^Dramatische Legende in ^ Akten\ This is 
vague; there is nothing legendary in the story; it is literally a story 
of our own days, but Legende does suggest that the action takes 
place in a half mythical MdrchenmlL It is rather a species of moder- 
nized mystery play, but to call it that would give the idea of reli- 
gious moralizing, of which there is none. The craftsmanship is 
first-class; the spectator is held in suspense. Generally speaking, if 
appreciation of Hochwalder is to be tempered by criticism it must 
be that his plays -- with the exception of Hotel du Commerce^ which 
is, however, of a lighter texture - are all of a piece; his motto is 
that of Schiller’s Die Rauher\ In tirannos! In his Jesuit play only 
the idea of service to mankind remains ; his Huguenot play ends 
with the comfort - for believers - that the Lord will repay. For 
a writer so obsessed - but logically, not morbidly - with the 
political and social aspects of the world of today, it should not be 
surprising that he eliminates love interest - there is a jflicker of it 
in Hotel du Commerce and Herberge only. This sums up to the con- 
clusion that his range is limited. Where he excels is in his con- 
trivances of sudden surprises. His denouements are motived either 
by mathematical ingenuity (as in Der dffentliche AnkJager) or by 
Wandlung, But Wandlung^ if normal, is a slow maturing by the fruits 
of experience, whereas in Hochwalder’s plays it results from a 
crescendo of incontrovertible logic. Actually, as in Der Fluchtling 
and Herberge^ the conversion may be that which we have at a 
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Salvation Army penitent form ; and, though dramatically effective, 
it may come close to Effekthascberei. Moreover, in great drama 
what moves us is the clash of characters and of passion, not the 
chemical action of logic. To this objection the answer is : but here 
we have a new type of drama. New also is Hochwalder’s reversion 
to the classical type of drama with the three unities, from which 
he swerves only in Hotel du Commerce and Meier Helmbrecht. 
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PHASES OF LYRIC POETRY 

T here is no essential discontinuity between the lyric poetry 
of the naturalist and expressionist periods and that of the 
preceding period. Even the experiments in verse or stanza 
form of Amo Holz, Mombert, and others conform to the basic 
laws of German versification: the longest Whitmanesque line or 
Nietzschean dithyramb and the shortest expressionist ejaculation 
are still a matter of lift and dip handled for emphasis. All difference 
is one of mood and spirit due to the poet’s personality, and the 
newness of the verse in this sense is m the measure of the poet’s 
greatness. It would not even be safe to say that traditional form is 
a criterion of mediocrity: Stefan George’s verse technique, for 
instance, is on close analysis traditional, the ballad writers of neces- 
sity keep to the old form of the ballad, and the expressionist bj nnn 
or ode is still as much a matter of variation of length of line as of 
rhetorical afflatus. The themes of poetry, too, are essentially the 
same: they are merely different in atmosphere and interpretation. 
Certain of the old themes may be neglected as outworn; but what 
is more likely is the rejuvenation of an outworn theme by fitting 
it to the need of the day or even (as is the case with Stefan George 
and his group) by conjuring new meaning into the abrased diction 
and phrasing of the theme. Thus sexual love is transformed from 
sentiment and glamour to Freudian realism; the poetry of the 
town takes on the form of Grossstadtpoesie; the eternal yearning 
for the regeneration of the world is renewed as chiliasm, or is 
variously transformed as salvation by sexuality, or by self-sacrifice 
to the common good or to the State; and the quest for God be- 
comes an obsession. Themes that older poets rarely touched are 
fteely interpreted: incest, paederasty, Lesbian love, the rotting of 
dead bodies. So intensified is the interpretation of such tiiemes 
that merely to sort and classify them is a fascinating study {Motiv- 
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geschichte, Motivi^. And all this thematic multiplicity can be ranged 
under the three headings of (i) Ichgehalt, that interest in self which 
necessarily inspires the Nietzschean or decadent cult of person- 
ality; (2) Weltgehalt, the cosmic feeling of those poets (Dehmel, 
Mombert, George, etc.) who would have the individual strive 
upward to a lofty ideal derived from contemplation of the divine; 
(3) Zeitgehalt or Tendem^^, the lyric creed of those who would reform 
the institutions of temporal earth, and reverse traditional notions 
of morality, and either overthrow or glorify the State. 

The social revolt goes back to naturalism and develops from 
the downright accusations of Armeleutepoesie (Dehmel, KarlHenc- 
kell, etc.) to a more philosophic consideration of the lot of the 
masses as conditioned by the help (Gerhart Hauptmann’s Im 
Nacht^iug, Winckler, etc.) or the tyranny (Paul Zech, etc.) of 
machinery. The most vigorous expression of these two phases is 
in the verse of the working-men poets (Arbeiterdichter). These 
poets are not necessarily free-thinking Socialists: Karl Broger, 
Heinrich Lersch and Jakob Kneip were Catholics. The themes 
which dominate in their work are: (i) life in workshop and factory; 
(2) the problem of machinery and the revolt against the reduction 
by capitalism of man to a machine; (3) the relations of the working 
man to society {die arbeiterlkhe Lebensgestaltm^. But the handling 
of these themes is not as a rule personal: the poet speaks for his 
fellow-workmen; and the political party has the relation to his 
poetry that the university has to the work of academically trained 
writers: it gives the lines of approach and attack. 

The eldest of the working-men poets was karl br6ger (1886- 
1944), a builder’s labourer in Nuremberg. Before the War he had 
published one volume: Die singende Stadt. The patriotic poem he 
wrote when the War came, 'Bekenntnis, made him famous; this 
lyric then appeared in his book of War poems, Kamerad, ah wir 
marschiert (1916). Later verse volumes are Flamme (1920); Hjmnen 
undBalladen (1924), Deutschland (1924). In his cycle of verse legends 
Die vieriehn Nothelfer he describes the misery of the post-War 
years, and in his autobiographical novel Der Held im Schatten (1919) 
he pleads for the raising of the intellectual standard of the working 
man’s life. His novel Guldenschuh (1934) attempts a picture of 
Nuremberg in the Middle Ages. 

There is a higher poetic level in the lyric work of heinrich 
LERSCH (1889-1936), a boiler-maker of Miinchen-Gladbach on the 
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Rhine. His experiences as a workman and as a vagabond through 
Germany and Italy provide the substance of his first book : Abglan'^ 
des Usens (1914). Here and in Mensch im Eisen (1925) he stresses 
the torment of mechanical soulless labour and the poisoning of 
the working man’s soul by capitalism and class prejudice. He, too, 
wrote an autobiographical novel, or actually a typical Tatsachen- 
roman, Hammerschl&ge (1930); his novel Die Pioniere von Eilenburg 
(1934), a story of the beginning of the co-operative movement in 
Germany about 1850, pleads for self-help among the workers. In 
Muf md Dhermut (1934) Lersch humorously tells of his vagabond- 
age; in the short stories of Im Pulsschlag der Maschinen (1935) he 
states his creed: the machine does not take a man’s soul, on the 
contrary the workman gives his soul to the machine. His last book 
of verse, Mii briiderlicher Stimme (1933), is dedicated Hm Sinne des 
Fithrers’ to the community, and is typical of the general absorption 
of the Arbeiterdichter vfh.o survived to 1935 in the Na2i movement. 

Quite a different set of working-men poets are the Werkleuie 
auf Haus Nyland (p. 370 ), though Lersch and Broger were loosely 
associated with them for a time. Like Lersch, they are at home by 
Rhine and Ruhr, and their theme is the glorification of labour in 
all its phases as they knew it in the Rhenish industrial districts. 
But they are disciples of Dehmel, and as such they fling themselves 
into vigorous praise of life as it is. The three founders of the group 
were Josef Winckler (p. 369 ), Jakob Kneip, and Wilhelm Vers- 
hofen, and the first book of the school was a common effort, Wir 
Drei ( 1904 ). In their joniaal ^nadriga appeared Winckler’s Eiseme 
Sonette ( 1912 ), in which he sings the new man of the Iron Age. 
Winckler’s Der Pheinbagger marries ancient Rhine myths to the 
new myth of modem industry. The most gifted of the Quadriga- 
leute is jakob kneip (1881-1958). The son of a Hunsriick farmer, he 
was intended for the Catholic priesliiood; his life in the seminary 
and his desertion of it at the call of life he has described in his 
novel Porta Nigra ( 1932 ). His native Hunsriick forms the back- 
ground of his popular novel Hampit der Jdger ( 1927 ). As a lyrist 
he wrote one of the best War books, Ein deutsches Testament (1938) ; 
his other volumes of verse (BeJsenntnis, 1917 ; Der lebendige Gott^ 
1919 ; Bauernbrot, 1934 ) bear the mark of his religious spirit and 
his love of the supernatural. 

The revival of the ballad is as free from experiment in form as 
the Arbeiterdichtung is. Lulu von Strauss und Tomey and Agnes 
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Miegel have been dealt with as women writers (pp. 342-3); both 
infuse into the ballad something of the new spirit of the revolt of 
woman, borries freiherr von munchhausen (1874-1945) on the 
contrary merely carries on the ballad tradition of Graf Moritz von 
Strachwitz: the dashing bravery of the Germanic warrior, and, if 
the theme be modem, the ways of a junker with a lady, form the 
staple of Die Balladen und ritterlichen Lieder (1908) and Das Balladen- 
huch (1929; final edition 1950). The ballads handle motifs from 
Nordic myth (Wodans RzV/, Weissagmg der Wala, Wodans Died vom 
Ymir-Kampf), Danish history, the Middle Ages, the Thirty Years 
War, Marchen and legends. His poems of personal experience were 
collected in Das Uederbuch (1928) and Idyllen (1933). 

The verse and stanza forms continue traditional, but with new 
melodic rhythms, in the work of certain poets who in this respect 
are transitional between impressionism and expressionism - Georg 
Heym, Georg Trakl, Ernst Stadler, Paul Zech, and Armin T. 
Wegner. As far as form is concerned Franz Werfel, too, may be 
ranged with this group, though actually he is the very apostle of 
expressionist ethics. The first two intensify certain morbid themes, 
and prepare for the expressionist doctrine of the regeneration of 
humanity by dwelling on the phases of decay, death, and decom- 
position, while Heym, Zech, and Wegner by their presentation of 
the city as a nightmare take their place by the side of Rilke. 

GEORG HEYM (1887-1912) is with some fitness called ‘the German 
Rimbaud’, not because of any similarity of life - he was drowned 
at twenty-five when skating on the Havel - but because of his 
obvious imitation of the French decadent. His two volumes of 
verse (Der ewige Tag, 191 1 ; Umbra Vitae, 1912; Gesammelte Gedichte, 
1947) sing demonic gloom into pictures of Berlin. Typical of his 
manner is Die Tote im Wasser, the description of the corpse of a 
woman floating along a Berlin canal - a white ship manned by 
great rats^ - Thr dicker Bauch entragt | Dem Wasser gross, ^erhohlt und 
fast i^ernagti’ This theme of the decomposition^ of beauty we find 
again in Alfred Wolfenstein’s (p. 425) brilliant translation of Rim- 
baud’s Ophihe', it is ghastliest in Gottfried Benn’s Schone Jugend 
and again in Heym’s Ophelia — here the dead girl floats along on a 

^ This fecuts : Armin. T. Wegner’s Dk IBrirunkenen. 

2 The ultimate inspiration is Baudelaire’s poem La Charogne. See also 
Heym’s Schwar^e Visionen^ Der Schldfer im Waide (obviously modelled on 
Rimbaud s L$ doTmeur du val), and Bist du nun tot? (the picture of a strangled 
woman’s corpse). 
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river shadowed black by a primeval forest; a long white eel glides 
over her breasts ; she dreams of a crimson kiss ; she floats on past 
the din of cities and factories ~ through all eternity. Another theme 
(probably from Maeterlinck^s Sevres chaudes) is that of the hospital 
{pasFieberspital). The general impression of Heym’s poetry is that 
of boyish elaboration of the macabre. But details - glimpses in 
gloom - have the phosphorescence of fine poetry. 

GEORG TRAKL (1887-1914) was a dispensing chemist in Salzburg 
who went mad and poisoned himself after a battle on the eastern 
front. He is a poet of country life, but as such glaringly impres- 
sionistic; e.g. Herbstseek: 

Jdgerruf und BlutgebelJ ; 

Hinter Kreu^ tmd braunem Hugel 
Blindetsacht dev Wasserspiegel, 

Schreit der Habicht hart und helL 

Vber Stoppelfeld und Pfad 
Banget schon ein schwar^es Schweigen; 

Ketner Himmel in den Zweigen; 

Nur der Bach rinnt still und stad. 

The first general impression on reading TrakFs verse {Gedichte^ 
1913; Die DichtungeUy 1917; Gesamtausgabe^ Vol. i i 949 > Vol. 2 
1950; Ams goldnem Kelchy 1939) is that it is schon dagewesen\ these 
softly wreathed, faintly fading^ rhythms with their sensuous varia- 
tion of vowels (e.g. ^wenn v erf alien der kalte M.ond erscheint ) read like 
a blending of Klopstock and Holderlin, and the sense may be even 
more nebulous. But there is a corpse-like mellowness in this verse 
which is strange to the masculine melancholy of Klopstock and 
the clean ephebe’s vision of Holderlin: Trakl is a decadent ten 
years after his time, as Baudelairian - and to the verge of nausea - 
as Heym is Rimbaud-like. It is only necessary to read a few poems 
to fix the origins and the method. The main influence is that of 
Maeterlinck’s Sevres chaudes \ there is the same incongruous enu- 
meration of details (the technique of seventeenth-century German 
verse) which fuse to no composite picture but leave an impression 
of the motley disorder of the world presenting itself as the reaUty 
it is to the heightened poetic hearing and vision of a madman, 
there is no sense in it save to the senseless; and how the magic 

1 ^verweht und matf * 
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beauty of it clashes with the filthy reality that belies it, even to a 
madman’s vision! TrakPs range is very limited: really he has only 
one theme - the tints and odours of decay and decomposition, and 
the insistent idea that all existence is decay; nevertheless there is 
considerable variety in the wilful repetition - he returns like one 
obsessed to red splashes of fruit over fading autumn foliage, to 
the bleeding of sunset skies, to flies or ravens or crows gashing 
carrion, to the meeting of lovers in the rotting forest, to the green 
glint of decomposing flesh. He finds haunting images for the unity 
of life and death; in Vrauensegen for instance: 

Wie dein Leib so schon geschwellt 
Golden reift der Wein am Huge/, 

Feme gJdnf^t des Wethers Spiegel 
Und die Sense klirrt im Feld, 

He is at his best in the sick voluptuousness and the physiological 
evocation of certain lines : e.g. "Kesedenduft^ der Weihliches umspulf. 
There is a nouveau frisson in such of his poems as Die Katten: 

Im Hof scheint miss der herbs tliche Mond, 

Vom Dachrand fallen phantastische Schatten, 

Fin Schweigen in leeren Fenstern wohnt; 

Da tauchen leise herauf die Fatten 

Und huschen pfeifend hier und dort 
Und ein grdulicher Dunsthauch wittert 
Ihnen nach aus dem Abort, 

Den geisterhaft der Mondschein durch^ittert, 

Und sie keifen vor Gier so toll 
Und erf Mien Haus und Scheunen, 

Die von Korn und Fruchten volL 
Eisige Winde im Dunkel greinen. 

Another early victim of the War was ernst stadler (1883- 
1914); he fell on the French front as a lieutenant of artillery. He 
had studied in Oxford, and was a Dozent in Strassburg. His one 
volume of verse is Der Asf brush (1914), and here the form, though 
still heavily rhythmical, begins to break away from tradition, and 
his ploughing up of form (to use his own expression) is to him 
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a symbol of his breaking away to his suffering brethren. He cries 
out like any expressionist: 

Form ist Wollust^ Friede^ himmlisches Genugen^ 

Doch mich reisst es, A.ckerschollen um^upflugen. 

Form will mich verschnuren md verengen, 

Doch ich will mein Sein in alls Wei fen drangen . . . 

Stadler uses by preference a long plunging line which is clearly an 
imitation of Whitman. Der Aufbruch has clear unity of theme: it is 
the story, once again, of the German youth as Parzival or Sim- 
plizissimus. There are four sections: Die Flucht pictures the flight 
of the youth from all that is base; Stationen relate episodes on the 
quest for the ideal; Der Spiegel is the revelation of truth and the 
relinquishment of self; Die Rasf is appeasement. Die Flucht gives 
the sordid experiences of a boy; ideal beauty dies in the bed of 
prostitutes ; the collapse of dream in the pollution of desire. The 
second poem states the goal of all the wildering quest; and it is 
notewrothy that Der Aufbruch leads up to the magic phrase found 
in Der Cherubinische Wandersmann of Angelus Silesius and which is 
to be one of the holy texts of the ethic expressionists: Mensch^ 
werde wesentlich I 

This call to man: to thine own self be true! is the very message 
of FRANZ: WERFEL. It is not the general verdict that his novels 
(pp. 371-3) have more value than his lyric verse^; but the fact re- 
mains that he is a lyric poet in the sense that Schiller was - there 
is high moral or ethic fervour, but it is sonorously rhetorical. 
Through his series of verse volumes we have, not magic of line, 
but considered delivery of a doctrine, and even the ejaculatory 
hacking of the line is part of the plan to precipitate overpowering 
pathos. In Der Weltfreund (1911) Werfel makes his confession of 
faith in humanity; in Wir sind he proves that we are because 
we feel that we are one with our brother, and that the typical dis- 
harmony (at the period), that of father and son, is due to the 
splitting of the Weltseele or cosmic Allseele into reality - ideas 
which are fairly commonplace. In form Werfel has greater variety 
than Stadler but is much at the same stage: he too rhymes Whit- 
manesque lines of unequal length which sometimes overflow into 
the next. He has Whitman's ecstatic apostrophe, and like Whitman 
1 Gedichte aus 30 Jahren ( 1938 ). 
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he identifies himself with all sorts and conditions of men; very 
American sounds - 

Ich kbte im Walde, batte ein Bahnhofsamt, 

Boss gehmgt iiber Kassabiicher md bediente mgeduldige Caste. 

Ah Hei^r stand ich vor Kesse/n, das Antlit^gfell idserflammt 
Und ah Kali ass ich Ahfall md Kuchenreste. 

The tentacular city is the main theme of armin t. wegner’s 
(1886- ) Das AntUts(^ der Stadte (1917). Wegner, a jack-of-all-trades 
(‘farm labourer, dock labourer, tutor, editor, agitator, lover, idler’ 
is his own enumeration) had published three other books of verse 
(I« Strme verloren, 1905; Zwischen v(wei Stadten, 1909; Gedicbte in 
Prosa, 1910) before the War, which took him to Mesopotamia and 
inspired his anti-War book Der Weg ohne Heimkehr; ein Mar^rium 
inBriefen (1919). The post-War work of this restless wanderer or, 
to use his own term, ‘Poeta Ahasverus’, is of the exotic variety: 
the lyrics of his Die Strasse mit den tausend Helen (1924) carry the 
nightmare mood of Das Antlitv^ der Stadte over the highroads of 
Europe and Asia; and two novels (see p. 378) have a Turkish scene. 

The great city, ‘die Megare Stadt’, is a nightmare too in the robust 
and violent verse ofpAULZECH (1881-1946), a disciple ofDehmel. 
He was the declared enemy of die Werkleute auf Haas Nyland, whom 
he accused of toadying to the industrialists; to their journal he 
opposed his own. Das neue Pathos, which counts in the early history 
of expressionism; his own visions of Rhenish industry find their 
place in the verse of Das scbwart^e Revier (1913) and in the short 
stories of Der schwar^e Baal (1916). In the poems of Der WaU 
(1910) and Die eiseme Brucke (1914) there is a contrast of the fields 
and forests of the Vistula, from wWch he came, with the misery of 
mines (in which he had worked) and factories and factory towns. 
His reactions to the War are gathered in the poems of Golgotha 
(1920) and the prose of Das Grab der Welt (1919), with its descrip- 
tion of the attack on Verdun; the sonnets of Das Tero^ett der Sterne 
(1920) escape to some hope of the future, while in the four tales 
oiDas torichte (^9^5) the slavery of labour again darkens the 
expressionist’s vision of man’s humanity to man. 

All these early or “half expressionists’ have clear expression of 
humamtatian rather than revolutionary ideas, though Paul Zech 
sometimes wilfully buries his meaning. The shock troops of ex- 
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pressionism proper launched their attacks in journals and antholo- 
gies; e.g. in Der Kondor (1912), published by kurt hiller (1885- ), 
who couched the manifestos of the 'activists" (die Aktivisten). The 
first organ of the activist school had been Die Aktion (1910- ), 
edited by franz pfemfert (1879-1954) ; the 'action" demanded is a 
political acceptance of expressionistic ethics as a State programme. 
The poets of Die Aktion were all 'Chaotiker^ or 'Wortchaotiker" : to 
them the world was chaos, and their verse too is a chaos of words 
where sense may be as the needle is in the haystack, albert ehren- 
STEiN (1886-1950), who had attracted attention by his Novelle 
Tubutsch (1911), lashed at the War in Barbaropa, Alfred wolfen- 
STEIN (1888-1945) has pictorial intensity (Die goftlosen Jabre, 1914; 
Die Freundschaft^ 1917; F>ie Nackten^ 1 9 1 7) ; his poem Bestienhaus 
has something of the symbolic significance of Rilke’s Der Panther, 
JOHANNES R. BECHER (1891-1958) was terribly prolific as an activist; 
mercifully he anthologized his verse in Das neue Gedicht (1918). In 
his drama Arbeiter^ Bauern^ Soldaten (1919) the whole nation is trans- 
formed to goodness and sets out 'to God’ with the spectators of 
the play; all march except the All-Highest. Critics praise the 'Bol- 
shevist vision’ of his Maschinenrhythmen (i 924) ; these poems, one of 
them says, ^sind lange Maschinenhallen^ in denen die Worte mechanisch wie 
geolte Kolben auf md nieder steigen,^ For the study of Motivik his verse 
is important; e.g. Im Dunkel is one of the most vivid handlings of 
the motif that in the misery of crowded cities people pass one 
another as utter strangers, dead to one another: city life is thus 
mechanical motion, a surging past, like cold sea waves, of lay 
figures, each passing to his or her illusive scrap of pleasure or to 
helpless misery; this is the purport too of Ernst Stadler’s Abend- 
schluss^ Franz Werfel’s Menschenhlick and Nur Fluchf^ and Alfred 
Wolfenstein’s Begegnmgen, He lived in Russia from 1935 to 1945. 

With the circle of Der Sturm we come to genuine atrocities of 
poetry. The journal - politically of the Red variety - lived twenty 
years (1910-30); the editor was Herwarth Walden (p. 335). The 
only poets of the circle who are worth mentioning are kurt 
HEYN iCKE (1891- ; Bings fallen Sterne^ '^ 9^71 Ausgewdhlte Gedichte, 
1952) and AUGUST stramm (1874-1915). Stramm fell on the Russian 
front. Du (1914) is a book of love poems; Tropfblut (1919) of War 
verse; Dichf ungen (1919), his collected work, includes his play 
Sancta Susanna^ which, set to music by Hindemith, was produced 
in Berlin in 1918. The curiosity of Stramm’s technique is that he 
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loves lines of one syllable; thus some of his poems are stringed 
ejaculations. The reason for the monosyllabic lines is the expres- 
sionist conception of ‘clenching’ the feeling; such a line is ‘geballf. 
This verbal idiocy is intensified in the ‘verse’ of the Dadaisten. 

Die Neue Sachlkhkeit or Gebrauchsljrik is theoretically at least 
a way out of this madness. The general idea of this ‘functional 
poetry’^ is that the poetic value of a thing is in the concrete use to 
which it can be put; the result of such a theory is ‘Konkretisurmg^ 
or ^Aktmlisknm^ of poetry; or, shall we say, real reality trans- 
formed to novelty because things are shown not as glamorous 
visions or coloured impressions but as functions - that is, what is 
considered important is their purpose in life, not their significance 
or outward semblance in art. 

It would be foolish to dismiss the Nazi lyrists as mere propa- 
gandists; after all Virgil was in the same boat. But there is no 
danger in saying that these poets who obey the lifted thumb of the 
new Augustus are less than any Roman poet. In those days they 
were a glittering galaxy; but the moment the tumult and the shout- 
ing dies they fade out like the stars at dawn. All the anthologies^ 
of their racial fervour are practically unreadable out of Germany. 
A few poems have proved their singable qualities; for instance 
Dietrich Eckhart’s Deutschland erwache ! is an excellent onomato- 
poeic rendering of the tocsin - brazen clangour and clashed anger. 
Perhaps the best poems are those addressed to the Filhrer: here 
we have sometimes a striking personal note. The idealization may 
seem crazy; but for all we know Dietrich von Bern or Siegfried 
himself may have been, mentally, of the calibre of Hitler ; to poetry 
legend is all. 

‘ ‘Functional architecture’ =Nem Sachlichksit) glass houses and factories 
have hygienic functions. 

* in das Reich (1934), ed. Herbert B6hme, himself one of these bards 
{Kampf und Rekenntms, Des Skies GesSnge). 
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OF RACE AND SOIL 

D ie Neue Sachlichkeit - essentially a return from the hectic 
ideology of the expressionists to a raw reality (it is also 
classed as Der Vbemalismus) - was swept away in 1933 by 
the fanatically political and politically purposeful creed of National 
Socialism; this clamoured for the idealization of heroic figures or 
‘leaders’ in past and present, for heroic self-sacrifice as a national 
ideal, for a glorification of rural life, and for a painstaking exposi- 
tion of the influence of landscape and local customs on the infin- 
itely varied and yet uniformly ‘Nordic’ character of the Stdmme. 
In the Third Empire there was no place for ecstatic poet-apostle 
or international dreamer : steeled body and alert mind, clean living, 
joy in hardship, motherhood as family service to the State, now 
dominated literature and made it a mere element in the worship 
of race. It would be foolish to say outright that the new spirit is, 
as a stimulus to literature, inferior to the old; at all events the 
Nazi novel, though it may be on a lower level as literature, is at 
least sane and healthy. The one thing that is quite clear is that 
whereas the super-realism which gathered force in the twenties 
hardened itself to feeling and made a vaunt of cynicism, so much, 
so that love itself was set forth as a physical function merely, the 
literature of National Socialism revives the orgies of feeling of 
Romanticism; mdeed, this govemmentally directed explosion of 
feeling has so much in common with the philosophically directed 
emotionalism of Romanticism that it might well be classed as 
National Romanticism. Another glaring feature is the return to 
plain traditional form; this leads to monotony, particularly in 
lyric poetry, but the law was laid down by Hitler in a speech at 
Nuremberg : Wer nur das Neae sucht urn des Neuen wilkn, der verirrt 
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sich (tlur kichi) in das Gebkt der Narretei; unter der Parole musein 
urn jeden Preis kann jeder Stumper etwas hesonders leisten.' 

One immediate result of the new standards was the drastic re- 
shuffling of reputations. All those writers who could be classified 
as 'volkhaff (racially minded) were whirled to the heights of Par- 
nassus; those who could not were given back seats and ticketed 
‘undeutsch’ or ‘volksfremd’ . All the Jewsi without exception were 
branded as unfit for reading; non- Jews who had satirized Ger- 
many (e.g. Heinrich Mann) were outlawed (^ausgeburgerf)-, Liberals 
and 'good Europeans’ (e.g. Thomas Mann) found it expedient to 
live in exile. Neo-romantics like Hermann Hesse, whose charac- 
ters are too full of the sadness of life to be heroic except in the 
endurance of suftering, were damned with faint praise, or rejected 
as effeminate and ‘aimless’. The places held in the eyes of Europe 
by these veteran writers were taken by a younger generation - 
Binding, Blunck, Kolbenheyer, Hans Grimm, Ina Seidel, Hanns 
Johst, Hermann Burte, Josef Ponten, Will Vesper; and of some 
of these ‘Dichter des hemlichen Deutschlands’ (certainly of Ina Seidel 
and R. G. Binding) one might say that they were now given the 
rank due to them. One might also admit that the indignation of 
Germans over the fact that some of the best German writers 
remained unknown abroad while others never recognized as even 
third-rate in Germany (Feuchtwanger, Vicki Baum, Emil Ludwig 
for instance) had a vast foreign public had some justification, 
though it should be remembered that these mass purveyors would 
not circulate if they were not readable. 

The first principle of Nazi literature is that it must express, not 
the feeling of the individual, but that of the race. This principle 
includes self-dedication of the writer to the communities within 
the race {Hingabe an die Gemeinschaft), so that poetry and drama tend 
to be Gemeinschaftsdichtung. Whereas the expressionists dreamt of 
regenerating all humanity the Nazis restrict their regenerative fer- 
vour to the German race. Moreover, while expressionism was vio- 
lently individual (in spite of its Wir-Bewusstsein) National Socialism 
humbly accepts regulation from without. Expressionism followed 
the lines of Walther Rathenau’s struggle against Mechanisierung des 

* The problem of the Jews had been handled by Schnitzlet in Professor 
Bernhardt and Der Weg ins Freie and by Hermann Bahr in Die Rotte Korab 
(1919). The works of the Jewish writers had to be published in foreign 
capitals where they found a refuge: Paris, Amsterdam, Stockholm, Zurich. 
Prague was a city of refuge till 1938. 
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Geisfes\ with the Nazis Geist is as mechanized as modem armies 
are. Expressionism stands for ethic ideals, National Socialism for 
State ideals; the ideal of the one is Burneuermg der Menschhett\ that 
of the other Erneuerung der Rasse. 

The second principle is that, since the health of the race springs 
from the soil of the country, the finest racial types will be found, 
not in the city, but on the land. The result of this doctrine is that 
approved literature is for the most part HeimatkMnst or Scholkn- 
dichtmg\ or, to use the term now preferred, Blut- undBodenliterafur. 
The ideal German is the German Bauer; and the task of the poet 
or novelist is to show how this peasant’s qualities derive from the 
land he tills. The difference between HeimatkMnst and the new Blut- 
und Bodenliteratur is that the Nazi movement attaches more value 
to Blut than Boden; and Blut means race. Race in two senses; firstly 
it means the Nordic or Germanic race; and secondly the Stdmme 
that make up this race in Germany. Idealization of the Nordic 
type occurs mainly with the KulturphiJosophen^ while sub-racial 
idealization is the affair mainly of the new regional novelist. But 
the Boden or landscape, too, is differently glorified than it was by 
the Heimatkunstler of pre-War days, and takes on more mythical 
tints : what the Nazi novelists are set to evoke is not the surface 
but the very soul, the mystic and fateful soul, of the landscape. In 
H. F. Blunck’s tales, for instance (even those which are in period 
historical), myth and symbol rather than description serve to evoke 
the landscape and to give it magical radiance. This splitting of 
literature into provinces had for result that Josef Nadler’s Eiteratur- 
geschichte der deutschen Stdmme was now the approved History of 
Eiterature, 

The third principle is that, since the race is by its very blood 
heroic, literature, too, must be heroic and confident of the coming 
glory of the race; any other mood is treason to the race. 

The ideals of the Blut- und Bodenliteratur were expoxmded by the 
Minister of Agriculture, Walther Darre, in his two books Das 
Bauerntum als Eebensquell der mrdischen Basse (1930) and Neuadel aus 
Blut undBoden (1950), which gave such currency to the term that it 
had its convenient abbreviation — Bluba, This to an outsider seems 
irresistibly hilarious ; particularly in the light of Karl Kraus’s ir- 
reverent witticism: ^Eine Verbindung von Blut undBoden ergibt immer 
nur Starrkrampf* 

There were of course peasant tales still being written which in 
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Spirit differed radically from the Wubo tales ; for instance, Der Kopf- 
lohn by Anna Seghers (p. 493). We must take it that a tale of 
country life cannot be ranged with the Blubo literature unless, 
before or after 1933, it rings true to Nazi ideals. After 1933 such 
totalitarian tales were stamped out of holy earth like the bristling 
German army. Only a few of those which project above the ruck 
can be dealt with here, and the very nature of Bkbo literature 
exacts a geographical classification; the most convenient arrange- 
ment will be that of the three parallel belts of north, centre, and 
south which roughly coincide with the sub-racial division into 
Low Saxon, Franconian-Thuringian-Upper Saxon-Silesian, and 
Allemannic-Bavarian-Austrian, to which must be added the Ger- 
mans without the Reich (Auslandsdeutsche). 

The true home of the Blubo tale is the rich farmland of the 
North; if one can speak of classics of the movement they are 
Friedrich Griese in Mecklenburg and Ernst Wiechert in East 
Prussia. 

FRIEDRICH GRIESE (1890- ) was an elementary schoolmaster in 
East Mecklenburg and then in Kiel. Critics stress his early deaf- 
ness ; this gave him his close perceptions of the processes of nature 
- he heard the grass grow, as the saying goes. His conception of 
man’s native soil as fate gathers intensity from tale to tale (Feuer, 
1921 ; Ur, 1922; Alte Glocken, 1925) and reaches a climax in Winter 

(jwi)- 

ERNST WIECHERT (1887-1950) is the novclist par excellence of 
East Prussia, the laureate of the vast forests and heathlands in 
which he grew up as the son of a forest ranger. The very best of 
him is in his evocation of the magic and mystery of these en- 
chanted woodlands and the rough-hewn or moonstruck folk who 
are moulded to their environment. At the Oberrealschule and Uni- 
versity of Konigsberg he was disillusioned; here, he says, he re- 
nounced God, Christ, the Kaiser, State, parents, teachers, women. 
Formative influences which can be traced in his work are, above 
all, the Danish novelist Jens Peter Jacobsen, Wilhelm Raabe, the 
East Prussian Graf Eduard von Keyserling, and the Russian novel- 
ists. He was a secondary teacher for thirty years; he served in the 
First World War from start to finish, and then returned to his task 
as teacher at Konigsberg and later in Berlin. Here the Board of 
Education were informed that ‘every class that Wiechert takes is 
lost to National Socialism’, and in 1933 he found it convenient to 
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resign his post. He settled for a time on the Lake of Stamberg, 
but lecmres he gave in 1934 at the University of Munich gave 
offence, and in 1938 he was sent to the concentration camp at 
Oranienberg, from which he was transferred to Buchenwald; five 
months later he was released, but kept under observation by the 
Gestapo and prevented from publishing anything; what he wrote 
he buried in his garden in a tin box. After the war he lectured in 
the United States, and then found a home in Uerikon near Zurich, 
where he died. Wiechert’s autobiography is contained in Walder 
md Menschen (1936), the story of his boyhood, and in ]ahre md 
Zeiten (i 949)5 which chronicles his life from his student days to 
the time of his settling in Switzerland and deals with the impart- 
on him of the political turmoils of the day; Der ToUfwald (1^4^46) 
records his experiences at Buchenwald. His first novel. Die Flucht 
(1916), has also autobiographical elements; the hero, a teacher, 
flees from a loathsome world to the forests of Masuria and there 
commits suicide. In Wiechert’s early work there is the reflex of 
his unhappy first marriage. There is the same conflict with the 
world of today in the novels whidi follow: Der Wald (1922), Der 
Totemvolf (1924), and in Die hlamn Schwingen (1923), which was 
completed in the trenches of Champagne. In Der Totenwolf 
Christianity is specifically charged with life’s misery, but this dis- 
gust with the world changed to a certain acceptance of Cbi-isrian 
feeling. ‘Ich war vier^g^ he says, ^als der Durchbruch der Gnade aber 
mich kam und die alte Dorm ^erbrach. Er spiilte den Hass hinweg, in dem 
ich aufgewachsen war.’ From now on there is a note of appeasement 
in his tales ; his characters face up to death and devilry, and healing 
is found in shouldering the burdens life imposes ; the lesson runs 
that not God, but man, decides. Wiechert’s task as a writer is nowto 
analyse the civilization of today and to find ethical priadples which 
will make it bearable. In Jahre md Zeiten (1949) Wiechert dismisses 
the works of his first phase as self-centred and engendered by his 
Kulturpessimbmas or nihilism of despair; he had written them to 
free his mind from the stifling sense of frustration that had over- 
come him in the satanized civilisation of the dty. This finding of 
grace which heralds his ‘^eite Geburf is not, however, a Christian 
conversion - he is still an agnostic, but he has found his way to a 
Christian conception which is all his own. It is in effect a return 
from the hectic and strident bustle and battle of the' dty to the 
peace of nature. There has been much discussion of Wiechert’s 
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attitude to Christianity. His intimate knowledge of the Bible shows 
throughout his work; his language is often markedly Biblical; but 
he often makes a mockery of Bible texts; e.g. such a text as ‘whom 
the Lord loveth he chasteneth’ serves him, with much else, for his 
angry rejection of the parson’s cruel God. After Buchenwald the 
love of God is a mockery. The burden of his tales is still a weary 
renunciation; comfort is to be sought, not in God, but in nature 
with all her bounty and the unfathomable mystery that is within 
and behind her; man, emancipated from God and united with 
nature, finds himself. There is some show of a reasoned recon- 
ciliation with life in Der Knecht Gottes Andreas Njiand (1926), the 
story of a clergyman who throws up his living to walk the ways 
of Christ among stricken humanity in all stages of society, but 
comes to grief The religious self-abasement, as it seems to some, 
of this first stage of Wiechert’s mature period, has been branded 
as escapism; and indeed by comparison it marks a softening of the 
hard post-war doctrine of reclamation of the race and Fatherland 
such as we find it in the writings of Ernst Jiinger. Wiechert’s new 
idealization of nature and of nature-like man comes out in the 
Novellen of Dersilbeme Wagen (1928) and Die Flote des Pan (1930), 
and his spiritual rebirth informs his novel Die kleine Passion (1929)' 
the hero of which, Johannes, is told as a boy by his mentor, a 
freethinker who confirms him in his rebellion against hypocritical 
pedagogy and satanized standards of urban living, that what de- 
rides is ‘blood’, not in the sense of sex instinct, but with the mean- 
ing that any man acts potentially as his blood, or the imperative 
force of his physical nature, impels him. This is from now on 
Wiechert’s deterministic doctrine ; life is decided by blood (spiritual 
heredity or race-transmitted qualities). In Wiechert’s concept blood 
with heredity as its corollary is one of the three saving forces of 
existence; the other two are loneliness (or concentration on one’s 
diosen task in aloofness from distractions) and nature. It might 
be argued that if development of character is thus predetermined 
then the processes of the BMtwickJungsroman must be ruled out. At 
all events, beautiful in some ways as Die kleine Passion is, it affords 
proof positive that Wiechert’s gospel of the inherent rights of the 
strong personality is morally and socially impossible. On the side 
of techmque Ae intrigue is inventively poor; if the novel is to be 
tanked high it can only be by reason of its mastery of language, 
its wealth of allusion, its undertones of poetry, its Bi/der, Dufte, 
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Kldnge (to use Wiechert’s own way of putting it), the basic com- 
mon sense of its rebellion against ingrained prejudice and biblical 
illogicality. Jedermann (193 1) is a sequel; it recounts the experiences 
of Johannes in the war. The novel amounts to an uncompromising 
rejection of war as unnatural; there is, it is true, war in the pro- 
cesses of nature, but this is organic, never organized. In Wiechert’s 
allusive symbolism, moreover, war is an outrage on the Mother- 
land; for in his mystical mother-cult ^mother’ embodies all that is 
good and creative; and therefore this more or less pacific war 
novel is in stark contrast to the general run of war novels with 
their cult of the Fatherland. But there is the reverse of defeatism 
in Jedermann I the good that comes from defeat is that it binds men 
together for common service and tolerance, to Jews as to all 
others. Wiechert’s theme of escape from misery, which is the basic 
theme of Jedermann^ is more mythically handled in Die Magd des 
Jurgen Dostocil (1932); the hero is an East Prussian ferryman on 
the Memel, a primitive gifted with second sight, and with age-old 
pagan beliefs piercing through his crust of Christianity. The in- 
grained heathen qualities surviving in these fasmesses of nature 
give the story with its inwoven undertones a luring charm. The 
hero of Die Majorin (1934) returns, after twenty years’ service in 
the Foreign Legion, from a prisoners’ camp in Africa and lives an 
outlaw’s life in an East Prussian forest, till he is won back to faith 
in life by a great-hearted woman. Die Hirfennovelle (1935) is today 
classed as one of the finest short stories in German literature. 
Michael is a shepherd lad who guards the flocks of a lonely East 
Prussian hamlet near the frontier; there are cows, sheep, and goats, 
but the pride of the herd is Bismarck, the bull. One day the shep- 
herd of the neighbouring hamlet, Laban - a name given in the 
district to chaps big in the bone but weak in the head - invades 
Michael’s purlieus ; there is a fight, and Michael hits Laban straight 
between the eyes with a stone from his sling. This Goliath re- 
covers, but henceforth keeps his distance. The tale is marvellously 
fitted detail by detail to the Bible story of David, though the note 
is of halcyon peace till the war comes and the Russians and Michael 
is killed as he tries to save one of his lambs that has strayed from 
where he had hidden flock and village folk. Das einfache Leben 
(1939) introduces a third period of maturity: the gospel of the 
second period is still the staple, but it is reasoned more logically 
and with less acerbity of argument. Sex is clean cut out; the tone 



434 


MODERN GERMAN LITERATURE 


throughout is austere and noble. The manuscript, written, after 
the Buchenwald experience, was recovered from the tin box buried 
in the garden. It is ostensibly a post-war novel, and the aim is 
rehabilitation after the First World War; but the war that is comiog 
is foreshadowed, although Nazi activities are for discretionary 
reasons kept out of the picture, while Communists and Stahlhelm 
are episodically in the foreground. Very effective is the scorn 
poured on the cruel God of the Germans, who after murderous 
battles intone the hymn: Nm danket alk Gott! There is the same 
spirit of redemption by love and labour in Die Jerominkinder (2 vols., 
1945 and 1947), in which there is again a delightful evocation of 
life in a lonely East Prussian village. Wiechert’s last novel, Mssa 
sine nomine (1950), yet another Heimkehrerroman, describes the fate 
of three brothers of the old nobility during and after the war. 
One of the three is obviously a self-portrait; on his release from a 
concentration camp he gradually, in the loneliness of nature, finds 
his Christian fate and realizes that God created good and evil for 
man to choose between them. 

BENNO voN mechow(i897- ), though bom in Bonn, was brought 
up in Baden-Baden and Freiburg im Breisgau; he is, however, 
reckoned with the writers of the hard North. He began with Das 
landliehe ]ahr (1930), a chronicle of bucolic life; the hero is a young 
Gutsinspektor who learns that he must face life on his own. Vor- 
sommer (1933) is obviously modelled on Stifter’s Nachsommer. it 
shows that subtle interweaving of nature and human life which is 
Stifter’s theme. Von Mechow was associated with paul alverdes 
(i 897- ) as joint editor of Das Innere Reich, a journal which boomed 
the B/ubo literature. Alverdes, an Alsatian, bom in Strassburg, 
counts in Nazi literature for his Wat tales (Reinhold oder die Ver- 
wandelten, 1931 ; Die Rfeiferstube, 1934). Alverdes here coins one of 
the winged words of the day: all the heroism is for love oi‘das 
msichthare Deutschland", will vesper (1882- ), a native of das her- 
gische hand, was one of the Nazi coryphaei-, he proclaimed their 
doctrines in his popular review Die neue Uteratur. His most im- 
portant original work is the novel Das harte Geschkcht (1931); it 
retells, from the Old Norse sagas of Greenland, the story of Lef 
the Cunning, who sails to Greenland, is converted to Christianity 
in Denmark, and dies on a pilgrimage to Rome. 

FRIEDRICH SCHNACK (i888- ) describes his native district, the 
land round the river Main; he hails from the Rhon. He served 
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during World War I in Turkey, and was interned on the island of 
Prinkipo ; in Asia were written some of the poems of Das kommende 
Keich (192.6). This volume was followed by other verse: Vogel 
Zeitvorbei (1922), Das blaue Geisterhaus (1924), 'Palisander: Gedichte 
aus den Tropen (1933). In his trilogy of novels Die hrennende Liebe, 
with its tale of three generations (Beafus und Sabine^ 1927; Sebastian 
im Wald^ 1926; Die Orgel des Himmels^ 1927) there is an attempt at 
something new : the districts round Main and Neckar provide the 
setting, but the landscape, Schnack explains, is built up as a mirror 
of the spiritual (Spiegel des Seelischen)^ not as a coulisse. He elimin- 
ates the psychological method, because conceptions of psychology 
change from period to period, whereas the mirroring of landscape 
in the human mind (that is, the moulding of the mind by geo- 
graphical milieu) is a permanent process. That literary psychology 
changes from school to school is more or less true, and probably 
Schnack’s volte-face is to be explained as a reaction from the possibly 
depraved psychological experimentation of (e.g.) Jakob Wasser- 
mann’s later novels or such a book as Edschmid’s Dord Bjron\ 
Schnack’s attitude, on the other hand, leads to the mentally de- 
praved healthiness of Blubo. Man should serve as a literary object, 
Schnack continues, only in the measure that landscape passes into 
and moulds his life by the experience of it; landscape, therefore, 
is life, and breeding is of the soil and for the soil - which is Blubo 
metaphysics with a halo. Schnack, however, means more: his 
technique is a metaphysical elevation of plane above plane (Ober- 
hbhung der Ebenen) : his novels stage plane above plane and thus 
show 'the manifold refraction of events and figures’ - the finite 
landscape quivers into dream-like unity with infinity, till Neckar 
and Nile are one and flow to the same crystal city. Schnack rejects, 
too, the term Entwicklungsroman^ and classifies these later stories 
of his as Entfaltungsromane: his characters, though they change 
infinitely under the magic action of landscape, are unspoilt and 
whole, and the construction of the novels is a vertical elevation 
from stage to stage, not a growth by chance divagation. If land- 
scape only constituted the stages of elevation Schnack’s scope 
would be limited; but in Die Orgel des Himmels the fling of his 
theory takes in the construction of a railway, and in Goldgrdber in 
Franken (1931) and Das Zauberauto (1928) we get the technical 
miracles of the present. He cultivates the symbolism of fauna and 
flora: Das Leben der Schmetterlinge (1928); Der Eichtbogen (1932); 
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Sibylk and die Feldbltmen (1937). Das neue Land (1934) is one of the 
best of the back-to-the-land tales; in Die mmdersame Strasse (1936) 
a hero with the musician’s restless fancies in his brain goes back 
to the land but deserts it to follow his dream of a maid, only to 
find solid safety in the arms of a farmer’s widow. 

Swabian Blubo is represented by peter dorfler (1878- ), a Cath- 
olic priest. He has written a trilogy : Die l^mpe der torichten Jmgfrau 
(1930), Apollonias Sommer (1931), and Dm das kommende Gescbkcht 
(1932); Apollonia is a multi-mother of her relatives to the third 
generation in the Allgau. The life of peasants in the Allg 5 u who 
eke out their living by hand- weaving is the theme of Die Notwenckr 
(1954); once again the introduction of machinery threatens ruin, 
but here a young farmer shows how salvation lies in timely adap- 
tation. 

GEORG BRiTTiNG (1891- ), a Rcgcnsburg man by birth but resi- 
dent in Munich, is the poet of the Lower Bavarian countryside. 
He began with expressionist plays {Der Mann im Mond, 1920; Das 
Storchennesi, 1921 ; Pan/a und Bianca, 1922) and then went over to 
Novellen - Valentin und Veronika and Der Eisldufer, both 1948, 
reprint tales collected from previous volumes. There is a sensitive 
impressionism in these short stories, which are regional in the 
sense that the characters are Bavarian types of his entourage - vil- 
lagers and small townsmen. In his loving depiction of children 
and adolescents he no doubt calls up reminiscences of his youth 
‘am Strom'', by the Danube. His experience of war service - he 
went straight from school into the army and had three years in 
the trenches - comes into the weft and woof of his one novel, 
Lebenslauf eines dichen Mannes, der Hamlet hiess (1952). Hamlet wages 
war in Norway on behalf of his stepfather, and the chronicle 
adumbrates the poet’s own reactions as a soldier to the humbug 
which launches armies to torture and death; the mad brutality of 
modem warfare is ironically mirrored in the narrowed framework 
of a duodecimo campaign in the dim days of old. The outlines of 
the tale are as told by Shakespeare, but the feeling of utter help- 
lessness of the paunchy Danish prince in the grip of fate is that 
of Britting himself in the trenches of Flanders. The style and lan- 
guage of the novel, expressionistically strange but sensuous and 
highly coloured, wends along wearily with the faint pulse and 
rhythm of dream. His books of verse are Gedichte (i93o)j Der 
irdische Tag (1935), Rabe, Rose und Hahn (1939), Das Lob des Weines 
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(1942), Die ^egegnmg (1947), Dnter hohen Bdumen (195 1). His earlier 
lyric manner, more or less rooted in expressionism, quickly de- 
velops to the solid shaping of his later verse, which varies in mood 
rather than in its general tenor. The structure of the verse is hard 
and firm, sometimes rough; traditional forms are broken up to 
give, not free rhythms, though these occur sporadically, but free- 
dom to lengthen or shorten lines or to tail a stanza with an extra 
line. Already in Der irdische Tag we have the poet’s full panoply. 
The forefront of what is presented is the exterior world as the 
year runs its changes of scene and feeling round the gardener’s 
calendar. The procession of the seasons has been worked out by 
many poets since James Thomson; in Britting’s sequence it is all 
new because the vision is regional: these are scenes centred on the 
Danube - always 'der Strom" {die Isar is less lovingly given its 
name). Excursional jaunts to the Tyrol and Italy provide variety 
at the rim of the homeland landscape. Die Begegnmg is a chain of 
seventy sonnets, which in substance renew and vary the medieval 
Dance of Death in language toned to the sharp-cut contours of 
the old woodcuts of the danse macabre. Significantly the sequence 
ends with a lovely finale: Der schone Tod, Strange it seems that so 
robust a Bavarian gentleman, by friendly repute a lover of all good 
things, a Falstaffian, a Zecher^ should write of Death; but is he 
indeed more himself, with his zest in life, in the congenial lyrics 
of Lob des Weines'i Here, of course, the burden of the song is: 
Begone, dull care! Dnter hohen Bdumen carries on the laud of nature 
of Der irdische Tag^ but with less of Ich and more of Du; the poet, 
perhaps with some sense of social promiscuity, but more likely 
because of a ripening of his great, good heart, seeks approach to 
his fellow men — lover, vintager, thief, or whatever he or she 
may be. 

RICHARD BiLLiNGER (1893- ) was to have been a priest, but 
blossomed out into a writer of great versatility; he is the acknow- 
ledged poet and dramatist of Upper Austria. There is a strong 
religious element as well as pulsing melodrama in his peasant 
plays; Das Spiel vom Knechte (1926), Das Terchtenspiel (1928), Lauh- 
nacht (193 1), Losse (1933), Der Gigant (1937) give the general note; 
the motive force is raw heathen passion under a thin crust of 
Christian discipline. Billinger deserts the peasant play in his com- 
edies Smie Gdste (1933), Lob des Landes (i933)> Gabriele Dambrone 
(1936), Die Fuchsfalle (i 9 3 9)> Der Galgenvogel (i 940 > Haus (i 948) . 
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Der Gigant was filmed as Die goldene Stadt^ Gabriele Dambrone as Am 
hohen Meer, In his peasant tales too there is the same submission to 
Church doctrine offset by the animal urge away from it. In Die 
Asche des Fegefeuers (193 1) he tells the story of his upbringing as a 
village HeiUgenhublein\ murders abound. A farmer's obstinate cling- 
ing to his farm - as in Schcmherr's Brde - and the relinquishment 
to his heir of farm and the girl he desired for himself is the theme 
of Dehen aus Gotles Hand (193 5). In Das verschenkte Dehen (1936) the 
circus rider Pedro Klingsor^ returns to the quiet village he left as 
Peter Klinger, and, to save his dying mother, sells his soul to the 
devil, who tempts him in the shape of a gipsy. His mother re- 
covers, but Peter dies of consumption - after a last violent effort 
to recover for the sake of his passion for a woman. Billinger's 
early poetry Goites^ 1923 ; Dber die Acker ^ 19^3 ; Gedichte, 1929) 

was collected in Sichel am Himmel (1931); then followed Der Pfeil 
im Wappen (193a), Die Nachhvache (1935), Holder Morgen (1942), 
The pith of this lyric outpouring is symbolization of Catholic 
ritual flanked by vignettes of farming life and age-old village 
custom, with here and there a flash of Communistic revolt, as in 
Gebet der Knechte md Mdgde, and there is the crude criminal passion 
of the peasant plays in such a poem as Knechtshallade, 

KARL HEINRICH WAGGERL (i 879- ), who was bom in Bad Gastein 
as the son of a carpenter but has made his home at Wagrain in the 
Salzburg country, found his feet with his novel Drot (1930), which 
shows the influence of Knut Hamsun’s Segen der Erde. Village life 
forms the staple of SchweresDlut (193 1), Das Wiesenhuch (1932), and 
Du und Angelika (1933), while Das ]ahr des Herrn (1934) has auto- 
biographical elements - it was filmed with Waggerl himself as 
village schoolmaster (one of the half a dozen trades he has lived 
by, from lift-boy to Alpine guide). Unmarried mothers and a mid- 
wife - a finely drawn figure - come into the texture of Midter 
(^93 5)> ^^id the two wars into Und wenn du willst^ vergiss (1950). His 
Novellen have their scenes in the Salzburg localities of his home- 
land, which he describes in Wagrainer Tagebucb (1936). His legends 
- Kakndergeschichten (1937), etc. -, more or less in the manner of 
Gottfried Keller’s SiebenDegenden, are naive rather than subtle; for 
the most part they assume the possibility of miracles in the life of 
today and for this reason tend to be foolish to non-Catholics; but 

^ ^ Klingsor is a magician in the M.H.G. poem Der Warthurgkrieg^ Novalis 
in Heinrich von Ofterdingen changes the spelling to Klingsohr. 
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Dk Schopfung, with its quaint and humorous picture of the seven 
days of Creation, is delightful. Waggerl’s racy humour is at its 
best in his for a great part anecdotal short stories ; Frohlkhe Armut 
(1948) tells the story of his boyhood in the Gasteiner Tal, and the 
tales of Die Pfingstreise (1946) and Drei Dr^ahlmgen (1952) are also 
autobiographical. His botanical avocation comes out in Das Lob 
der Wiese (1950), while Heiteres Herbarium (1950) is a book of 
flower aquarelles with a commentary in humorous verse. Kleines 
Erdenrund (1951) by Hanns Arens is an introduction to Waggerl’s 
work in anthology form with commentary. Carinthia has its de- 
lineator in JOSEF FRIEDRICH PERKONiG (1890- ), One of the few 
humorists of Blubo. The humour has a sad ending in Der Scbinder- 
hannes o^eht uhers Gebirg (193 5) : a wretched tramp frightens the life 
out of the Almbauerinnen (the women who tend the cattle in 
summer on the high moimtain patches of pasture) by telUng them 
he is the terrible robber Schinderhannes ; the villagers lie in wait 
for the poor devil and shoot him. In Nikolaus Tschinderle, Bauber- 
hauptmann (1936) a tailor despised by his girl shows his prowess 
as a fantastic robber, an Eulenspiegel with the brain waves of 
Don Quixote. In Honigraub (1935) a, wise old beekeeper at the 
edge of the village has a moral lapse - he starves his bees, so that 
they find their food in the hives of his neighbours; with dire local 
consequences - but all comes well in the end. In Lapud, Insel der 
Helden (1934) Perkonig descends from his bare mountains to a 
magic island on the Dalmatian coast. 

The Sudetenland has quite a school of Blubo. The historian 
of tribal literature, Josef Nadler, is a Sudeten German; so too is 
the popular novelist karl hans strobl (1877-1946), whose Die 
Vaclavbude, Der Schipkapass ixADas WirtshausZum KdnigPrr^emjsl’ 
(1913) deal with the modem conflict of Czechs and Germans, while 
his Die Fackel des Hus (1929) is a historical novel of Bohemia.^ The 
veterans of the Sudeten regional novel in the strict sense of the 
word are Gustav Leutelt, a teacher’s son from Gablonz, and Hans 
Watzlik. In Siebt^igjahre meineshebens gustav leutelt (1860-1945) 
describes his life in a glass works, and the glass industry is the 
background of Bilder aus dem Leben der Glasarbeiter, Huttenheimat, 
and Der Glaswald. His best novels are Das s^eite Gesicht (191 1) and 
Die Kdnigshduser (1906). hans watzlik (1879-1948), ‘der Dichter des 

^ Stfobrs most characteristic fiction (^Eleagahal Kfiperus^ 1908) belongs to 
the fantastic, supernatural tale (p. 72). 



44 ° MODERN GERMAN LITERATURE 

Bohmeni’a/des’ , began with short stories, Im RJng des Ossers (1915). 
The magic of lonely mountain spaces and frowning forests fills all 
his tales. In his novel Aus ivilder Ww^el (1920) he describes the 
settlement of the mountain wilderness of the Sudetenland by 
colonists escaping from the terrors of the Thirty Years War; Der 
Pfarrer von Dornlob (1932) is the chronicle of a Bohemian village 
during the same period. Das Gliick von Dmrnstmulen (1927) des- 
cribes the decay of a village when ore is found : it is the theme 
(ruin by riches) of Gerhart Hauptmann’s Vor Somienaujgang. Only 
in one tale does Watzlik desert his native province - in UmsHerr- 
gottswort (1926); and even here he only just gets over the frontier 
into Austria. In the short stories of Ddmmervolk (1928) and the 
novel Der Teufel wildert (1933) the supernatural beings who haunt 
all upland solitudes are interpreted as the demonic impulses of 
tempted and erring souls. 



XXI 


PHILOSOPHERS AND SOPHISTS 

T he influence of the philosophers on the successive schools 
has been indicated. The general line of development is that 
naturalism, while influenced mainly in its social creed by 
Marx and in its doctrine of milieu by Darwin, Taine, and Zola 
(whose conception of milieu corresponds to Herder’s conception 
of Klimd), is in agreement with the relative positivism (^elativer 
Vositivismus) of ernst mach (1838-1916) and richard avenarius 
(1843-96); the philosophers of this sdiool reject metaphysics and 
‘the absolute’ and accept only experience and the exact data of 
science. The most passionate of the positivists was the blind Berlin 
thinker eugen duhring (p. 102) : his teaching in certain respects - 
contempt of Christianity as Jewish slave morality - tuns parallel 
with that of Nietzsche, who stands midway between the positivists 
and the philosophers acknowledged as guides by the expression- 
ists. These recklessly take over Freud’s psycho-analysis, which 
supplants the matter-of-fact psychology of wilhelm wundt (1832- 
1920) and probes ‘das Jenseits der Seek’, ‘das Tarapsycbische’, the 
subconscious and the irrational, and transforms biography and 
the most advanced phases of the novel. To Sigmund Freud poets 
themselves are bundles of complexes ; the Zurich school of psycho- 
analysts, on the other hand, following their leader carl gustav 
JUNG (1875- ) have some respect for poets and admit that in the 
unconscious impulses of action there is a spiritual Urprim^p as 
well as SGCual urge. Another philosopher who based his universe 
on sexuality was otto weininger (1880-1903), a Viennese Jew 
who went over to Christiamty; man, he teaches, can only win 
through to spiritual salvation by liberating himself from woman, 
‘the priestess of life’, and the woman within himself. (He shot 
himself.) ‘Der reine Mam’, he says, ‘ist das BhenUld Gottes, des abso- 
luten Eiwas, das Weib, auch das Weib im Manne, ist das Symbol des 
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Nicifs.’ Weininger has glitter of style and dazzling paradoxes 
iGeschlecht und Charakter, 1903; Vber die kitten Dinge, 1903). 

The Freudian doctrine was countered by the philosophy of the 
vitalists {die Vitalisten\ VitaUsmHS—ljehensphilosophie), whose sys- 
tem, with its stressing of intuition as against experimental science, 
arrives at much the same results as Bergson: their hebensschwmg 
kraft and Bergson’s elan vital come to much the same thing. With 
them there is a revival of metaphysics, although the leaders - 
HERMANN COHEN (1842-I918), PAUL NATORP (1854-I924), ERNST 
CASSIRER (1874-1945) - are keen mathematicians, georg simmel 
(1858-1918) stands out among the Ceschichfsphilosophen, and touches 
literature closely by his contacts with Stefan George and Rilke; 
his Berlin lectures on Stefan George in 1900 are historically im- 
portant. Another bridge from philosophy to literature is provided 
by the Gegenstandstheorie of alexius von meinong (1853-1921) and 
the phdaomenologische Methode of Max Scheler and Edmund Husserl. 
max scheler (1875-1928) is notable for his revaluation of values: 
he puts these in stages, with religious values above intellectual 
values ; for Kultur he substitutes Bildung^ and for him this means 
character and ‘integral humanism’. Very close to literature again is 
WILHELM dilthey (1833-1911), the apostle of Geisteswissensehaftm: 
his Das Brlebnis md die Dichtung (1906), with its interpretation of 
poetry by the personal experience of the poet, has provided aca- 
demic critics with a safe historical means of approach, while the 
Freudian method has been applied more by brilliant journalists as 
justification for their feats of intuition. Intuition is justified, too, 
by EDMUND Husserl’s (1859-1938) method of phdnomnohgisck 
‘Keduktion’ by ‘m«« Schau": what matters is not the 'hie etnmcDasm 
der Gegenstande* or their existentia but their essentia', that is, not 
Dasein but Wesen matters; this is the source of the ‘msenhafteKmf 
of the expressionists and explains their iteration of the old mystic 
exhortation: Mensch, werde wesentlichl (p. 472). Expressionism and 
l^eue Sachlichkeit are influenced by Leopold Ziegler’s (1881- ) 
Florentinische Introduktion einer Philosophie der Architektur und der 
Uldenden Kmste, in which the nature of space is interpreted, and by 
WILHELM worringer’s (i88i- ) Abstraktion md Eittfuhlmg (1908), 
in which spiritual reality supplants impressionistic reality. The 
modem conflict of spiritual values with the mechanization of life 
is the theme of walther rathenau (1867-1922); he protests 
against the overlordship of machinerv. but thtit tVip tnorTiitift 
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though subordinated to mind, must keep its power; his doctrine 
is essentially one of mechanical production under the control of 
conscious mind.^ 

Man as the slave and ultimately the victim of machinery is the 
subject of Der Mensch und die Technik (1931) by Oswald spengler 
(1880-1936), who in his famous book Der Unfergang des Abendlandes 
(i9i8-2z) had argued that the victory of the dty means the ultim- 
ate extinction of civilization; this, he says, is simply a cake of dead 
custom plastered over the vital urges of culture and stifling them. 
He - a mathematician - studies the morphology of cultures as 
Goethe studied the morphology of plants; he denies that one cul- 
ture springs organically from another - Rome from Greece, etc. 
(though a new culture may finish off its facade with stones from 
the one it succeeds), but declares that it is an independent organ- 
ism, which grows, unfolds its blossom of civilization, and must 
then by the very nature of a blossoming plant wither and die. The 
only remedy Spengler can find (Preussentum md Scn^ialismus, 1920) 
is in the fusion of Prussianism and Socialism; hence the saying 
that Spengler held Hitler over the baptismal font. In ]ahre der Ent- 
scheidung (193 3), however (written just after the accession to power 
of the Nazis), he rejects the worship of racial purity and argues 
that the Jews, by reason of their vitality, should be absorbed by 
and form part of the mighty Faustian race which some day must 
setde accounts with the black and yeUow races. What is needed 
now is ‘heroic pessimism’, the first task of which is to crush the 
proletariat. 

Post-War pessimism encouraged the vogue both of theosophy 
and mysticism. The head of the ' Anthroposopberd was rudolf 
STEINER (1861-1925), who founded the Goetheanum. Qiristian 
Morgenstem ended his mystic meanderings in this shallow. Wal- 
demar Bonsels weaves theosophy into his animal symbolism, and 
it provides graf Hermann keyserling (1880-1946), the cousin 


is more depth and genuine brilliance of style in die mysticism of 
MARTIN BUBER (1878- ): a Jew, he dreams a modern mysticism 
into the dogmatic clearness of Jewish religion; not medieval Ger- 

^ZurKritikderZeit{i^iz)‘,ZurMeehamkdesGeistes(j^'ii)'i Von komntenden 
Dingen (1917); Wirtscbaft, Stoat und Gesellschaft (7th ed. 1925). 


of Eduard von Keyserling, with an illusion of depth and an air or 
authority for the pretentious personal style of his Das Peisetagebuch 
eines Philosophen (1918) and Schopferische Erkenntrds (1923). There 
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many, but Asia is the mother of religion, and in prophetic Judaista 
is the vision of the religion to be. His Drei Reden uber das Judentum 
(1911), with its contrast of der sensorische Mensch and der motoriscbs 
Mensch (the first ‘handelt in Bilderfi\ the second ‘empfindet in Bs- 
wegmgen'\ gave a stimulus to the speculations of the expressionist 
theoreticians. Buber belongs to literature rather than to philo- 
sophy by his new translation of the Bible and the ‘legendary anec- 
dotes’ of Das verhorgene Lichi (1924). 

The ‘Kulturphilosophen’ can hardly be set cheek by jowl with 
philosophers even of the calibre of Hermann von Keyserling; but 
they must have adequate treatment by reason of their immense 
influence on the National Socialist ideology and therefore on Nazi 
literature. The racialism of today goes back to paul de lagarde 
(1827-91), one of the first to react against materialism and the 
Darwinistic interpretation of society {Deutsche Schriften, 1886). An- 
other forerunner was julius langbehn (185 1-1907), who created 
a sensation with an anonymous book, Rembrandt als Ert^ieher. Von 
einem Deutschen (1890). The author - ‘der Rembrandtdeutsche’, as 
he came to be called - was a disciple of Lagarde, and the very title 
of his book, which echoes Nietzsche’s Schopenhauer als Ere^kh^, 
shows that he was a Nietzschean as well; certainly he continues 
Nietzsche in his thesis that Germany was in a process of decay, 
and that the only hope lay in its spiritual regeneration. This re- 
generation, he thought, would be effected by the Low German 
stock, to which he himself as a Holsteiner and his symbol Rem- 
brandt as a Dutchman belonged. He held up Rembrandt as a great 
personality at the opposite pole of the tendencies of his own day: 
Rembrandt was a great creative soul, while today the world is run 
(to death) by the hair-splitting specialists of science. Regeneration 
would come from North-West Germany, he argued, because here 
is the cradle of the Aryans, and a nation is reborn from its birth- 
place. l^cial fenatic as Langbehn is, he admits that assimilation 
of foreign cultures might improve the Nordic race: Rembrandt’s 
dose assodation with Jews (induding Spinoza) no doubt led him 
to Ms condusion that the aristocratic Jews of the West must he 
dstiriguished from the degenerated plebeian Jews of Poland and 
Rusda. (Nietzsche lud literally envisaged an improvement of the 
hformc stock by assimilation of Jew culture.) There is a foretaste 
of the Blut md Boden theory in Langbehn’s insistence that Rem- 
brandt was an earth-bom’ artist with all the virtues of his native 
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Low German earth resplendent in his chiaroscuro. Langbehn, 
too, as a violent individualist, rejected Socialism as a reversion to 
primitive massing by herds. Salvation, he foretold, would come 
when the German masses and the separate States are welded to- 
gether by a mighty Low German leader transfigured with the 
cultural radiance of his race (^Zu einem Volk gehort notwendig ein 
Fuhrer’), and with this race-welding would go the incorporation 
of Holland and the Scandinavian lands. 

Race worship is yet mote extravagant in the notorious book of 
a renegade Englishman bom at Portsmouth, Houston stewart 
CHAMBERLAIN (i 85 5-1927) : DkGrundlagendes i^.Jahrhmdertsii^iji^- 
i^o^)- The base of his philosophy is the idea of the self-willed re- 
generation of a nation (^volkisch-seelische Emeuermg’), possible in the 
creative Aryan race, which is contrasted with the inferior Semitic 
race. There was more of the substance of thought, perhaps, in 
ARTUR MOELLER VAN DEN BRUCk’S (1876-I925) DoS Dritte Rglch 
(1923). His doctrine is based on his conception of ‘das Primitive’-, 
in his studies of Italian art he stumbles on the discovery that 
Italian beauty was based on ‘das Germanische’. But Italian culture 
— and Romance culture generally — is exhausted; the Germans, on 
the other hand, are still ‘primitive’: therefore their future is to 
come. The Germans, too, with their eternally young idealism, are 
immune agaiast the rationalism which has eaten up the vitality of 
other races. ‘Wir sind heutd, he says, ‘nem Deutsche, nach Geschichte 
mdBestimmung, nachBlutund Gesinnmg, eine mm Nation ai^ derErded 
Das Dritte Rsich was a best-seller, and more than anything else 
familiarized the term. The author committed suicide before his 
dream was realized. This ‘Third Empire’, according to the doctrines 
of Hitler’s friend, the Russian-bom Alfred rosenberg (1893- 
1946), which he expounds in Der Mjthus des 20. Jahrhunderts (193 1) 
and Blut und Ehre, must be based on ‘Nordic’ culture, the only 
possible ideal of a German ‘Volkstum’. The attempt to displace 
Christianity is due mainly to Rosenberg’s preaching; he explains 
as follows what his faith in the ‘myth of blood’ is : ‘der Glaube, mit 
dem Blute ouch das gottUche Wesen der Menscben uberhaupt ^u verteidigen, 
der mit hellstem Wissen verkSrperte Glaube, doss das nordische Blutjems 
Mysterium darstellt, das die alten Sakramente erset^tunduberwunden hatd 

This is the philosophy approved by those in authority. But it 
may be that future historians of hterature will give far greater 
prominence to that literature of revolt which no authority was 
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able to repress, and -will say that the finest eloquence of the Nad 
period is in the protesting pamphlets of the Protestant and Cath- 
olic clergy. It is significant that religious scholars such as theodor 
HAECKER (i 879-1945) found a market for books {Satin undfokmik 
1914-20; Christentwn und Kultur, 1927) which have the traditional 
conception of culture. Haecker, a Protestant who turned Catholic, 
used Virgil (Vergil, Vater des Abendlandes, 1931), that anima mtura- 
liter Christiana, to show the very nature of culture. In Was ist der 
Mensch? (1935) he justified the Catholic faith and in Schopjer mi 
Schdpfmg (1934) the ways of God to men. In Schbnheit: ein Versucb 
(1939) he seeks the laws of beauty and love. His notes written 
down during the Nazi terror were published posthumously as 
Tag- und Nachtbucher (1947). His cultural philosophy is based on 
Kierkegaard, whom he translated and edited. 

There are diverse currents in the Protestant existentialism of 
KARL BARTH (i886- ), who, influenced by Kierkegaard, is very 
influential as a theologian; in England too he ranks with albert 
SCHWEITZER (1873- ) as an exponent of philosophical concepts as 
they touch Protestant or Unitarian religion {Verfall und Wieder- 
aufbau der Kultur, Kultur und Ethik, 1923). His autobiograph- 

ical works Zwischen Wasser und Urwald (36th thousand, 1926), in 
which he records his experiences as a Unitarian missionary in 
Africa, and Ams miner Kindheit und Jugend (20th thousand, 1926), 
have been immensely popular. Existentialism or Lahensphilesophis 
(p. 448) as the literary movement that succeeds expressionism 
had its forerunner in rudolf kassner (1873- ). He was bom in 
Moravia, lived till 1938 in Vienna, and then settled in Switzerland. 
A facile label for him is Dkhter-Denker; and his wide knowledge 
of languages and literatures is some justification for this : he has 
translated Plato’s dialogues, Gogol, Puschkin, Tolstoy, Sterne (of 
whom he is very fond). Cardinal Newman, and Andrd Gide. One 
of his first books was Die IS/^stik, die Kmstler und das Leben (1900), 
now better known by its second title Eftglische Dicbter (1920). 
Above all he is an iconoclast ; he angrily topples over the cherished 
ideas and ideals of centuries, because, he asserts, they lead up to 
the nihihsm of out own days, and he is so frightened by the rush 
to ruin of materialism that he sees safety only in being a Con- 
servative (pAus tneiner Brschrockenheit bin ich konsmataZ'). What he 
fights for is the primacy of mind {^das Trimat der Idee des Geisles) 
and for ‘Freiheit, die Idee der Ideen'. He claims to be, not a philo- 
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sopher (he detests the term), but a I^hjsiognomiker^ and he classes 
his system as Phjswgnomk. The meaning is that he takes into his 
vision all the things of the world, including man but with flora 
and fauna and all else equally graded as parts of a whole; in their 
outer appearances and in all he sees an inner and mystic meaning. 
Physiognomy in this sense replaces doctrine (Leire), Like his con- 
temporaries he sees German "physiognomy’ as distinctive and 
markedly diflerent from that of other nations ; it is 'ein Ausdruck 
der deutschen 'Einsamkeit oder^ da dieser Einsamkeit nichts Eomantisches 
mehr anhaftet, der deutschen All-Einheit. Strange to say, though he is 
not a Christian, he accepts Christianity as a positive value, but the 
one philosophical system which he acknowledges as valid is exis- 
tentialism, and this no doubt because he feels himself akin to 
Pascal and Kierkegaard. He has a vast variety of interests, enriched 
as much by his travels as his reading; although he was crippled 
and had to be wheeled about in a chair he saw much of England, 
travelled in North Africa and India, and in 1912 in Russia. His 
works which have most influenced his contemporaries are Die 
Moral der Musik, 1906 and 1922; Melancholia. Eine Trilogie des Geistes, 
1908 and 195 3 ; Zahl und Gesicht^ 1919 and 1925 ; Die Grundlagen der 
Phjsiognomik, 1922 (second edition VonderSignaturderDinge^ 1951)? 
Die Verwandlung. Physiognomische Studien^ 19^5; Versuch einer Phjsio- 
gnomik der Ideen^ ^95 3 ; Der Gottmensch. Gesprdch und Gleichnis^ 1958. 
A good way of approach to this most difficult writer is by way of 
his autobiographical works: P>uch der Erinnerung^ 1938 and 1945; 
Die ^weite Fahrt, 1946; and Umgangder Jahre^ 1949, which includes 
his Erinnerungen an England. 



XXII 


EXISTENTIALISM AND 
SURREALISM, POLITICAL AND 
RELIGIOUS PHASES 


O ne of the main ferments in the literature of recent years 
and of today is der Existentialmms. Though ostensibly a 
break-away from Expressionism it retains some of its t-rmiti 
principles; cf. with what follows pp. 359 ff. Of programmatic 
Existentialism there are many aspects, simply because the writers 
classed on broad principles as existentialists interpret existentia 
(with its etymological roots in ek-sistere) each in his or her own 
way. The philosophical and religious tenets derive ultimately from 
the Danish thinker Soren Kierkegaard (1813-5 5)' Germany the 
concepts of existentialism have been defined and expounded by 
the philosophers karl jaspers (1883- ) and martin heidegger 
(1889- ); both concern themselves with the real Being (Seiit) of 
self and things, and they seek to eliminate whatever opposition 
there is between self and things. There is also the very extensive 
reflex action of foreign existentialists, particularly of the French 
writer Jean-Paul Sartre with his novel La Name (1938). Since 
Sartre derives his existentialism from Heidegger and Jaspers the 
term is obviously philosophical. The essence of its meaning is 
already woven into the later works of Thomas Mann, Hermann 
Hesse, and Jakob Wassermann with their mysticized expression- 
ism, and in the Magic Realism {der magische Realismus, die magischi 
Wirklichkeit) of Georg Heym, Ernst Stadler, Georg Trakl, Hans 
Carossa and Robert Musil it marks a new stage. The literary 
programme is best classed as Surrealismus, which is taken over from 
the term surrialisme coined by Sartre to blazon his decoction of 
Heidegger; literally interpreted it can only mean VSberwirkliehkeits- 

448 



EXISTENTIALISM AND SURREALISM 449 

kunst. This new trend first developed in France as le mouvement 
Daduy with Jean Cocteau as its irreverent iconoclast. Dadaism was 
a poets’ revolt against the hegemony of reason; the creed of the 
Dadaists was that contraries are identical, that art is an absurdity, 
and that the crying need is the hilarious rending to shreds of every- 
thing in all the traditional forms of art; for real reality is not 
visioned by the eyes or reached by the processes of reason or ana- 
lysis, but is apprehended intuitionally or even revealed in dreams. 
The aim must be to reach the spontaneous Unconscious, and for 
this we must sweep away the illusory cohesion of realism in its 
dictionary sense and impose what the French Dadaists dubbed 
r anti-poetique raison, Der Dadaismus sobered gradually and passed 
over into der Surrealismusy which has glaring Freudian elements. 
The root concept is absolutely negative, for it springs from the 
(more or less conscious) feeling of the human creature that he is 
cast out (Geworfensein is the cliche) into a world on which he is 
helplessly dependent (insecuritas humanci)y and that if he seeks escape 
in art from the Angst which this Gefahrdetsein brings it can only 
be by laughing it off derisively. For Jaspers, however, there are 
moments in which by the very intensity of this feeling we dimly 
feel the Transcendent, and the Surrealist may seize this perception 
to shape it in art. So that the final outcome of 'Exisfeniphilosophie 
may be either Nihilism or Mysticism. What we do get in the most 
representative Surrealists are glimpses of the Transcendent behind 
the raw reality of life. The protagonists of Surrealism were Andre 
Breton {Manifeste du Surrealismey 1924), Louis Aragon, and Paul 
Eluard, and the study of these poets went to the shaping of Ger- 
man Surrealisfnus , The initiator of German Dadaism was the Al- 
satian Hans Arp (1887- ), who in his verse {Worttrdume mdschwar^e 
Sterne y selected poems, 1953) does succeed in freeing words from 
their hackneyed meanings. He has an international reputation as 
a sculptor and his volume of French verse l^e siege de Pair (1946) 
counts in the history of Dadaism. Arp’s last book, Worte mit und 
ohne Anker (1957), includes poems composed over a period of 
fifty years, and shows the poet still anchored to his ancient self. 
These new movements — we have much the same orientation here 
in the verse of T. S. Eliot and W. H. Auden - merge and fuse sp 
intimately that they may be grouped together as Transrealismusy 
the sense of the term being that these Neutdner do not so much 
reduce realism to the absurd as that they follow der R.ealis^us and 
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(in intention) prove that the anti-poetical absurd pierces to Being 
in itself; ‘things" arc not merely sensc-appearances but far more 
dream-appearances and mind-apperceptions ; or in other words the 
poet"s theme is the ultimate chose^ not the evanescent chose vue. 

One aspect or phase of Surrealism which is very much to the 
fore today, especially in the novel, is simultaneity {Doppelhddigkeit). 
Man is made up of two entities: (i) his visible body, which makes 
contact with the world in space through the medium of his senses, 
and (2) an invisible mind which has no contact with space but is 
conscious of time. Actually the pedigree of Doppelhddigkeit flings 
back to Joyce’s Ulysses. It is really a question of creation on two 
planes of consciousness {Gestaltimg auf ^pei Ebeml). Man is con- 
scious of time past, present, and future; and in this sense of time 
the novelists here concerned nestle in varying degrees of close- 
ness to Proust.^ But the lighter variants take over the technique of 
Virginia Woolf as well as of Thomas Wolfe, Thornton Wilder, 
and Ernest Hemingway. There may be an existential contradiction 
between what is said and what is thought, and thus we have the 
two phases of Sagen und Meinen. There may also be an existential 
contradiction between what one does and what one feels (^un md 
Bmpfinden). What is essential is to reach the inner nature of the 
speaking character; the accepted term is er 4 nnern. The gospel text 
is Kierkegaard’s: *‘Die Bemgmg der Bntwicklmggeht nach imen^ nicht 
nach aussen; die S^ene ist innen^ nicht aussen^ ist eine Geistersv^em.^ One 
essential feature of this Doppelhddigkeit is das Diskontinmm\ the 
story or the poem is not built up systematically from A to Z, but 
leaps from phase to phase, as in Joyce’s Ulysses^ or follows Proust’s 
principle of the flash-back to a previous phase (Kiickerinnermg), so 
that there is no continuity but instead there are chunks of life, so 
to speak, which the reader must piece together. In the lyric this 
often leads to what reads like an enumeration of glimpses of some- 
thing or other or a concatenation of jolted ejaculations (Fmken^ 
sprmge) leaping from the thing to the idea of the thing. There is 
no middle and (may be) no ending; all is in flux - as life is. 

We have Kierkegaard’s Geisterst(ene in the writings of franz 
KAFKA (1885-1924). Historically ~ that is, by period and contacts - 
he belongs to expressionism. But, judged by content, he is close 
to Sartre and closer still to Kierkegaard, and it is more fitting to 

^ ‘I see the Past, Present and Future existing all at once before me.’— 
Thomas Blake. 
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classify him as an existentialist; in any case he is too remote from 
gush of sentiment and rush of rhetoric, too precise and thought- 
fully sober in his style, too metaphysically introspective and self- 
probing, too clear and concrete to be put cheek by jowl with his 
friends Franz Werfel and Max Brod. Moreover he is monothematic, 
whereas the expressionists proper launch out all-embracing into 
worlds known and unknown. Today Kafka is classed both as a 
magic realist and as a surrealist; and certainly he is not shy of 
describing the lowest and even the filthiest aspects of life; but, as 
we shall see, his realism and obscenities are symbols. He is indeed 
a surrealist in the sense that his world is uhermrklich\ but this 
amounts rather to mysticism than to realism. In his division of 
existence into the two worlds of finite reality and metaphysical 
reality he is likely to have learned something from Dostoieffsky; 
e.g. Kafka’s ultimate purpose is to reconcile these two worlds, 
which is the problem handled in Crime and Punishment. This recon- 
ciling of the two worlds of the sensuous and earthly and the 
irrational world of spirituality {Geistigkeit\ the finite and the in- 
finite, is the theme to which Kafka restricts his considerable fer- 
tility of invention - as it is, too, of Kierkegaard, in whose works 
Kafka was versed, particularly in Turcht und Zittem. What distin- 
guishes Kafka from other religious thinkers is that he expresses 
the infinite in finite terms. In his writings the finiteness of reality 
does not exist; there are the outward chattels and furniture of 
reality, but the characters who move about in this nominally 
naturalistic environment and carry the sense of the story (the 
Sinnfiguren) are irrational, ghost-like. 

No one who reads Kafka can miss the fact that there is no des- 
cription of landscape; except, more or less, in the novel Amerika^ 
where some idea of the outside scene is given; generally speaking, 
rooms and offices, courts of law, pubs, and all the rest are vision- 
ary. What presses in on the reader’s consciousness is the sense of 
what is behind the scenes ; what happens in actuality has often the 
appearance of rank nonsense. Neither is there psychology in the 
psychologist’s sense; the probing into states of mind is religious, 
not medical. For this reason the cock-sure equivalences of the 
psychologists are beside the mark. 

If we attach importance to the framework of the stories we 
must recognize that for the horrific happenings and the trans- 
mutations of animals to beasts, etc., there is a pedigree reaching 
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from E. T. A. Hoffmann through Edgar Allen Poe to the neo- 
romantic Grofesken which were popular just as Kafka was trying 
his ’prentice hand. His contacts then were with the Prague Jews, 
whom he met in the cafes of the tcjwn; of these Gustav Meyrink 
in particular specialized in hair-raising nightmarish stories. In 
Kafka’s stories, however, the horrors are not worked up to curdle 
the reader’s blood; we read the most ghastly of them with nerves 
unthrilled and mind alert, realizing that they arc intensified meta- 
physical symbols. 

Kafka’s life story is in great part the key to his work. Born in 
Prague as the son of well-to-do Jewish parents he was a pupil at 
the Gymnasium and thereafter was a student at Prague University, 
first of chemistry and German language and literature, from which 
he switched over to law. He made friends with a fellow student. 
Max Brod (p. 581), who, after Kafka’s early death, published his 
friend’s work. After taking his degree in 1906 Kafka was fora 
year a barrister without pay (Kejerendar) in attendance at the law 
courts; when, however, his father insisted on his earning money 
he worked for a year in the family business, then as an official in 
a workmen’s insurance company. Since he finished work at 2.0 
p.m. he had leisure to follow his literary leanings. In World War I 
he was granted exemption from military service on the grounds of 
poor physique and ill health. By 1917 he was known to be suffering 
from tuberculosis. He went to Berlin to devote himself to litera- 
ture; but the post-war privations aggravated his disease and he 
was removed to a sanatorium near Vienna, where he died in 1924 
at the age of forty-one. In the last years of his life he lived happily 
with Dora Dymant, and wished to marry her, but her father for- 
bade the marriage because Kafka was not orthodox. Our know- 
ledge of Kafka’s life comes mostly from Max Brod’s Frans^KaJka: 
eineBiographie (1936). The poet Richard Garta in Brod’s novel Das 
Zauberreich der Liebe (1928) is more or less a pen-portrait of his 
friend. His love letters to Milena, a married lady who translated 
his early work into Czech, are revealing; there was love on both 
sides, but instead of consummation there was that helpless frus- 
tration which is one of the key-notes of his work. Dora Dymant 
has provided information concerning the last years of his life. One 
of the main facts is that of his relations with his father, who, a 
successful business man, had no understanding for the literary 
avocations of his son. In consequence there developed the son- 
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father conflict and the persecution-conflict in the son. This is 
reflected throughout Kafka’s work and is plainly stated in his 
famous letter of 1919 to his father: ‘My writings/ he says, ‘are all 
about you.’ Of great importance are the Tagehucher in which he 
describes his work as ‘DarsteJlmg meims traumhajten inneren l^ehens * ; 
they cover the period 1914-23 (Vols. 7 and 8 of the Gesammelte 
Schriftefiy 1935-7), and provide evidence of Kafka’s continuous 
isolation and frustration. Wherever he turns, a ‘black wave’ surges 
against him. 'Ich kam nicht liehen^ he writes, Hch bin ausgewiesen.'' 
And again: ‘one becomes aware of how every person is lost in 
himself beyond hope of rescue.’ As a Jew in a town like Prague, 
contact with Christian officialdom made him feel that he was an 
outsider. 

Kafka shrank from publishing his works. Max Brod persuaded 
him to publish a volume of short passages, Betrachtung (1913). It 
was coldly received. Other short stories and fragments published 
during his lifetime were: Der Heifer (1913, a fragment which was 
later the first chapter of his novel Amerika) ; Die Verwandlmg 
(191 5) ; Das Urteil (1916) ; EmLandarz^(i9i^)y made up of fourteen 
short stories or sketches; In der Strajkolonie (1919); Din Hunger- 
kunstler (1923). Max Brod, Kafka’s executor, ignored testamentary 
directions to bum unpublished works; and the three novels Der 
Prot(ess (1925), Das Schloss (1926), and Amerika (1927), all un- 
finished, which he saw through the press, won world-wide fame 
and gave the dead author rank as one of the great innovators of 
the first half of the century. 

The son-father conflict stands out in Das Urteil^ in which 
a son drowns himself at his father’s bidding, and in Die Ver- 
wandlung^ later rechristened Die Metamorphose, In Die Verwandlung 
Gregor Samsa, a commercial traveller, wakes up one morning to 
find that in his sleep he has been transformed into a man-sized 
slimy insect {ein ungeheures Unge^iefer; the genus is not more clearly 
specified). He crawls about the room and hangs down, feet up- 
wards, from the ceiling. When his father, mother, and sister find 
him thus transmogrified he understands what they say to him, but 
he cannot speak. To them he is an animal. He eats anything rotten, 
but turns away in disgust from anything fresh. At the same time 
this species of bug thinks himself entitled to be treated with all 
human consideration, and his faculty of thinking is unimpaired; 
he turns back in his mind to his old business life and the wretched- 
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ness of it and the abject subjection to tyranny that it was, especially 
since at home he was the victim of his family, who were unable to 
understand his yearning for higher things and creative activity. His 
sister at first shows pity, then gives him up. The furniture is re- 
moved; he covers with his slimy body the picture of a lady robed 
in furs; he still longs for the beautiful. In measure as his family’s 
loathing for him grows, so does his feeling of isolation, until he 
dies of starvation. His family celebrate the occasion by going on 
a picnic. What is the meaning of this metamorphosis ? There have 
been a variety of interpretations. But in the light of what we nov 
know of Kafka’s trend of thought in those days it seems clear 
that at all events one element in the story is Kafka’s conflict with 
his father; in the 1919 letter to his father he refers to himself as 
‘Unge^iefer\ Clear, too, is the reaction to Darwinism: not Vber- 
menschentum, but Vberikr, Kreaturlichkeit. Transmutations of human 
to beast and vice versa were elements of the neo-romantic Marcher, 
and in form Die Verwandlmg has something of the Mdrchen-, but 
these transmutations in the true Marchen are not symbols of intel- 
lectual processes; one might, therefore, class Die Verwandlmg 
since it is the contrary of a Mdrchen proper, an Antimdrchen. There 
is transformation, too, in 'Em Bericht fur eim Akademe, one of the 
sketches of Ein Eandarv^t: a monkey trained at Hagenbeck’s Zoo 
is transformed to man. He has a wife, ‘eine kleine halbdressierte 
Schimpansin’ and, he says, ‘ich lasse es mir nach Affenart bei ihr wohl- 
gehen. Bei Tag will ich sie nicht sehen . . . ’. Here, too, there is a 
thinking process : nach Affenart is a sly dig at routine marriage. 
There is more of the later metaphysical Kafka in Vor dem Geset^ 
another parable of EJn Landar^t: before the Law stands a door- 
keeper. To him comes a man from the country and craves admit- 
tance. He is told that admittance cannot be granted. The man 
waits and waits close by the open door, but entrance is again and 
again refused. The door-keeper gives him a stool, and he sits on 
it days and years till at last he is on the point of death; the door- 
keeper then roars into his ears : ‘Nobody could obtain admittance 
here; for this entrance was destined for you and none other. Now 
I will go and close it.’ In der Strafkolonie tells of an explorer who 
inspects a machine which kills a man by engraving his sentence 
into his flesh with vibrating needles. The victim pinioned to the 
floor of the machine has no idea what his crime is, but ‘he will 
feel it in his flesh’. Here we have one of Kafka’s main concepts 
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that by the very nature of the universe we are punished innocently: 
punishment as part of evil is in the nature of things. Can we change 
this torture? If so, it must be by destroying the marbinp which - 
incalculable and erratic but diabolically planned - brands us, prong 
by prong, with sins of which we are unconscious, or for natural 
impulses beyond our control but forbidden by the ‘Law’ which 
sets the machine in motion. The laws of society and religion are 
not ethical, but mechanical and out of date because transmitted 
from a time when, if they were even then absurd, they may have 
had more pictorial impressiveness because they were implicitly 
believed in, whereas now they are valid to none save the auto- 
matons who administer them. 

In these sketches there are motifs of isolation (yereim^elm^ and 
frustration {Vereitelmg). There is a haunting presentation of these 
themes and of the accompanying state of Angst in three tales of 
the posthumously published collection Beim Bau der chimsischen 
Mauer (1931). In Der Bau an animal bores deep down into the 
earth to escape contact with the outside world; but however deep 
it gets it never feels safe from attack; and its fear grows when it 
hears the least sound from afar. Man is in a state of fear, the 
meaning is, because he does not know why he fears and what he 
fears. Man’s incomprehension of life as a whole and of the purpose 
of the Power behind life is vividly rendered in the titular story of 
the collection. Every individual working on this vast underta^g 
of the Chinese Wall sees only the stretch within the sweep of his 
vision. And yet a message is on the way to every worker from the 
Emperor in Peking; the perils of the journey are, however, such 
that the messengers never arrive. The meaning seems to be that 
we are not permitted to know the sense of existence in this world 
of ours ; and we are in any case so preoccupied with our individual 
experiences that we have lost the chance of comprehending the 
binding together of all we see and have no consciousness of a 
composite whole. But the Power above knows and sends out his 
rays of hope; since, however, these do not reach us we blunder on 
in isolation, fear, and frustration. In Forschungen eines Hundes a dog 
engages in investigations into food and where it comes from; it 
can only do so in isolation from the rest of dog-kind. Since dog is 
to man as man is to God the problem is that of our relations to 
the Higher Power. As so often in Kafka’s work the high serious- 
ness is lit by flashes of humour: dogs by instinct water what is 
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beneath them, and this dog ponders what the relation can be of 
this necessary habit with the origin of his necessary food. There 
is also, to the dog, the problem of music: this comes from another 
world than that of dog. But no proof is possible, to a dog, of a 
connection between the physical and the spiritual world. Thus we 
live in a world of mystery that it is futile to seek to fathom. 

The three novels - ‘a trilogy of loneliness’, as Max Brod calls 
them - expand and intensify the processes of thought of the short 
stories. All three are unfinished ; it was perhaps Kafka’s idea that 
they were bound to be unfinished, for they each represent a quest 
for the infinite, and the infinite cannot be reached from the finite. 
We are in the position of the investigating dog. 

In Der Process Josef K. (obviously self-identification of hero 
and author is indicated), a bank-clerk, is asleep in bed when he is 
roused by a warder and told that he is arrested. The routine of his 
life, he learns, may proceed as usual, but he is summoned to appear 
before an examining magistrate who holds court in the stuffy, 
slanting attic of a house in a slum. Josef K. is never told what the 
charge against him is, and there is no indication that he is not 
innocent. In his efforts to reach his judges he gropes like a gro- 
tesque automaton through the swiftly moving ghost-like happen- 
ings of a nightmare, impelled forwards but held back. No progress 
is made; that is, the trial is ^eitlos, out of time. In the ante-room 
is a plump washerwoman, and the proceedings are interrupted 
when she is seiaed at the rear of the court by a legal acolyte in a 
sexual paroxysm; the code of the law which the presiding judge 
has before him opens with two cubist nudes of opposite sexes 
writhing towards each other but unable to unite because they are too 
stiffly drawn. Josef K. himself flirts with this washerwoman. After 
a year of such proceedings the end comes: two pale, fat men 
wearing frock coats and silk hats take him to a quarry and kill 
him, ‘like a dog’. The situation has been interpreted as that of a 
Jew in a Christian bureaucracy; but against this we have what 
Kafta says : ‘Esgibt nur einegeistige Welt; was wtr die korperliche Welt 
nennen, ist das Pose in der geistigen? The meaning would thus be that 
the individual rebels against spiritual powers which he does not 
understand. Josef K., who was guiltless before his summons, 
incurs gmlt because he does not acknowledge his judge. The 
parallel may be with Job, who disputes with God. Kafka is said 
to have stated that the lesson intended is that Everyman, instead 
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of living heedlessly and comfortably, should take up his cross and 
bear it; he must reali2e that life has higher duties than those of 
routine existence, and that these are imposed by the Law, which 
must be accepted without contradiction, however unjust this divine 
justice may appear. Josef K.’s life has been that of any ordinary 
man who works dutifully and amuses himself normally; he pays 
a weekly visit to a barmaid, but that does not constitute guilt. 
His guilt is not that he has been immoral, but that he has lived 
without taking thought; now he awakens suddenly to the con- 
sciousness (his arrest is the symbol of this awakening) that he had 
lost, or never had, the sense of what is beyond life. 

The next novel. Das Schloss^ is a nightmare in which the 
dreamer’s attempts to move forward are bafHed at every step he 
tries to take. The hero, K., has been appointed to the post of 
surveyor at a castle; but when he arrives at the village at the 
foot of the Castle he is told that no surveyor is wanted; he 
makes endless but fruitless efforts to get in touch with those inside 
the Castle. He learns that the person of importance is ‘divisional 
chief’ Klamm ; to get at this official he sleeps with Klamm’s mistress 
Frieda; but this, too, leads to nothing. To keep going he accepts 
a job as janitor in the village school, while the love affair with 
Frieda goes on spasmodically. The sense of the tale is again the 
mystery of existence. Whereas Josef K. in Der Process was sum- 
moned because he did not seek the Law, K. in Das Schloss sets out 
in quest of the Law. Or: he is seeking Grace; and in this quest it 
is not a matter of whatever rights he may have as an individual, 
but of whether he is chosen (^rwdhltheif) or cast out. Das Schloss 
is our existence between Here and Beyond. As events prove K. is 
not capable of finding what he seeks. He knocks and it is not 
opened unto him. As a surveyor in the Castle he would have been 
fulfilling his higher destiny; as a school janitor he is sundered 
from the higher life he seeks. He seeks what is out of reach for 
him. Very significant in Das Schloss is the role played by women. 
K. acts in the conviction that women are in direct touch with the 
Castle. That is why he seeks sexual intercourse with them; they 
are a means to his end. This was so, too, in Der Process, Women 
have a mediating function; they are a link with the irrational 
Powers who rule us. This is indicated by the fact that Frieda is the 
mistress of Klamm. Women give themselves unreservedly to the 
Castle officials; this is their privilege, their realization of self. 
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There is filthiness of detail - hut life /s filthy; thus K. and Frieda 
press face to face as they lie embracing in dregs of spilt beer on 
the floor of a pub. Thus the degradation of the function of sexual 
love is symbolized, the degradation of spirituality - which union 
in love should be - to animal sensuality. Thus in literature - the 
highest literature - as in life the nobility of man’s mind is prosti- 
tuted. In sex relations there is no need ot the transformation to 
bugs or other unclean things : in the sex grip normal man and 
woman are unclean beasts. Both joscl K. and K. are intellectuals; 
they think, they seek; but by that very fact they plan success by 
means of sensual pleasure. 

Amerika is generally considered the weakest novel of the trilogy 
because there is in it some lift of the spirit towards happiness. 
Karl Rossmann, a boy of seventeen, has been seduced by a servant 
at his home, a woman of thirty-five. She wishes to father on the 
boy the child she is to bear, and so he is packed off to America. 
The story of the seduction, transparently real in all its sexual 
details, cunningly framed but to the boy dream-like, makes it dear 
that Karl is not so much innocent as an innocent; in him we have 
once again der reine Tor of the medieval legends. At New York 
harbour, just as he is about to land, he notices that he has left his 
umbrella below and goes down to fetch it. He gets lost in a mate 
of corridors, and finally meets a stoker who complains to him of 
having been harshly treated by the chief engineer. They wander 
off together to the chief cashier’s office, where the stoker makes 
his complaint to the captain, who happens to be present. The 
complaint meets deaf ears; all are against the plaintiff. 'When Karl 
himself pleads for him, he is asked for his name. He gives it, and 
a gentleman of prosperous appearance standing near the captain 
at once cries out that he is his nephew; he recognizes him from 
the description that has been sent him. The stoker is left with no 
hope of redress, and the senator takes the wondering boy to his 
luxurious home, where he is kept more or less in confinement; 
however he visits a friend of his uncle’s, whereupon the latter 
casts him off. He works as a lift-boy in an hotel, but is dismissed. 
He has adventures in the glamorous panorama of a New York 
such as we know it from films. Karl remains ever innocent and 
good, ever der reine Tor, as he winds his way through these laby- 
rinths of city Mfe. The last chapter - found by Max Brod in his 
friend’s posthumous papers - comes nearest in Kafka’s work to 



EXISTENTIALISM AND SURREALISM 


459 

joy and hope of happiness; there is a final refuge for Karl in the 
legendary nature theatre of Oklahoma, in which all waifs and 
strays and workless people find peace and occupation. But it must 
be noted that Amerika was begun first of the three novels (the 
first chapter, as pointed out, is Der Heifer) and Max Brod records 
that Kafka spoke of a tragic ending that he was planning. 

Hocb^eitsvorhereitungen auf dem Lande md andere Prosa aus dem Nach- 
lass (1953), with notes by Max Brod, contains valuable autobio- 
graphical material; the long Brief an den Vater is at the same time 
an important document in the son-father conflict of expressionism. 

From what has been said it will be clear that in Kafka’s work 
the leading motifs of fear {Angst\ isolation, frustration, the sense 
of being cast out {das Ausgestossensein), the feeling of being guilty 
somehow or other without knowing why, the premonition that 
judgment must be spoken, negative the doctrine of salvation by 
belief in God - Kafka’s God is inscrutable. But ‘God’ is not a 
word used by Kafka; neither is Jehovah, but Jehovah, the old 
divinity of the Jews, who brings men to judgment and vengefully 
condemns them, comes to life anew as the Power behind these 
tales. In PCafka’s fiction, however, as in the Hebrew scriptures He 
judges and casts out those who have cast themselves out. This is 
the Law, against which there is no appeal. Moreover the Law is 
indiflFerent to what we suffer in seeking it. It is no use praying; 
prayers are not heard. For the Divine ordinance acts immutably 
whatever we do; all we can hope to do is to act in accordance 
with the Divine ordinance. We must save ourselves. The door is 
open. The radiance beyond the door to the Law is reality, the 
only reality, the world of the spirit. We read: ‘Die Tatsache, doss es 
nur eine geistige Welt ^bt, beraubt ms der Hoffnmg md - gibt ms Ge- 
mssheitl And again: ‘Es gibt niehts anderes als eine geistige Welt; was 
wir eine sinnliche Welt nennen, ist nur eine Notwendigkeit eines Augen- 
blicks mserer ewigen Entwicklmg.’ What we need is humility and 
work for work’s sake, not for reward. We can live a full life if we 
are innocent and humble, and if we do not question the inscrutable 
and possibly in appearance foolish ordering (but foolish only be- 
cause we apply ‘reason’ to things that are divine) of whatsoever 
Power controls us. Reason is the foe of faith. Not reason but faith 
gives sense to life, and this faith we must seek as Parzival sought 
the Grail. Faith alone gives us power to endure the disharmony 
between the physical and the spiritual world. Finally: ‘Wer sucht. 
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findet nicht, aber wer nicht such f, mrd gejunden.’’ This, Kafka might 
have said, is the theology of today - the theology of time-’wearied 
men in great rotting cities. 

Close to Kafka is Hermann kasack’s (1896- ) allegorical novel 
Die Stadt hinter dem Strom (1948), somewhat in the nature of Albert 
Camus’ Lm Teste (1947)- It is not so much the City of the Dead 
that is chronicled as an intermediary station {Zwischenrekh) where 
those who have crossed the river from earth make a stay before 
their dissolution. The story is that an orientalist who has fallen in 
love with the wife of another man accepts a post as archivist in a 
town ‘across the river’, and that by his experiences here he acquires 
insight into the nature of life and death, above all the knowledge 
that life, washed round as it is with death, is a continuous process 
of clarification (Klarung) and purification {Lduterun^. To this state 
the archivist attains in the embrace of the woman he had loved 
on earth and whom he finds here again - in her bare arm he notices 
a long scar from an incision and suddenly realizes that she is not 
flesh but spirit. She had committed suicide. Now his carnal passion 
for her fades into that human pity which we should all feel if we 
stripped ourselves of the trammels of self (Eutse/bstmig). The doctor 
now recrosses the bridge earthwards, and crisscrosses the country 
in a series of linked railway trains which serve him in his mission 
as an itinerant preacher driving home the lessons he has learned. 
Life as it is on earth, he now comprehends, is at its best a trans- 
position of matter to spirit; but all that is earthly must, because it 
is matter, be broken up after its term and returned to its origin 
for rebirth. This is symbolized by the two factories in the City 
across the River - in one of them artistic slabs are produced and 
these are then sent to the second factory to be ground into powder 
and afterwards returned to the first factory for re-making. His 
first impression of the City was that it had been laid waste by 
bombs, and when regiment after regiment of soldiers came march- 
ing over the bridge he had realized that a war was raging. This 
throws light on the origins of the novel: the first half was written 
1942-44 and it was finished in 1946. It is thus one of the Nadh 
kriegsromane of the late forties. The concept may owe something 
to Thornton Wilder’s Our Town and The Skin of our Teeth} The style 

'■ The work is also highly reminiscent of Sutton Vane’s play Outvard 
Bound, produced at the Everyman Theatre, London, in 1923 and later made 
into a film. 
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of the symbolic state of being out of time and space is reminiscent 
of Ernst Jiinger’s AmJ den Marmorklippen and Heliopolis. Equally 
close to Kafka is Kasack’s Der Webstuhl (1949), again a visualiza- 
tion of the mechanized hell of the totalitarian State, which by the 
laws of its being necessarily disintegrates. What is described is the 
weaving of a carpet in which a country’s life is centred. Originally 
the carpet was a symbol of ritual; but with the course of time the 
symbol has faded, and all that remains is mechanical repetition. 
Machines replace handlooms, production is intensified, and the 
carpet spreads and spreads until an explosion destroys all the looms 
and saves the threatened land from suffocation. The symbol in its 
total sense is that of the evolution of a State - or of religion - or 
of mankind. A third novel. Das grosse Net^ (i 95 2), is again a symbol 
of an Unseen Power; this shoots a film in which mankind, as the 
pictures turn, is shown as regimented, mechanized, and dehuman- 
ized by the planned economy gone mad of the world of today - 
we know the pattern from Aldous Huxley’s more dynamic Brave 
New World. Kasack is also a dramatist : Die tragische Sendmg (1920); 
Vincent (1924; the theme is - as in Johann Gunert’s poem Leben 
des Malers Vincent van Gogh — the relation to world and time of 
Vincent van Gogh) ; Die Schwester (1926). His lyric verse is collected 
in Das ewige Dasein (1943). 

There is again a ghostly and twilight atmosphere superimposed 
on realism in the work of ernst kreuder (1903- ) in his short 
stories Die Nacht der Gefangenen (1939) as in his novels Die Gesell- 
schaft vom Dachboden (1946) and Die IJnat^findbaren (1948). But, as 
he has stated in his essays, his conception of reality is not that of 
the gloomiest of his contemporaries who are haunted by the in- 
escapability of post-war chaos; on the contrary there is an ordered 
reality in the soul of man, and the cosmos is by its very nature 
an imposed order that winds its way out of chaos, wherefore the 
inwardness of romantic joy in life is justified now and ever. In 
agreement with this main concept the substance of Kreuder’s 
novels is deliberately unrealistic, though they record in symbolic 
fashion the reality of experience; for Kreuder true reality has the 
pith and marrow of poetry. He is thus at the same time a surrealist 
and a neo-romanticist. Die Gesellscbaft vom Dachboden was the first 
German work of fiction to be translated into English (as The Attic 
Pretenders) after the war. It may owe some prompting to G, K. 
Chesterton’s Manalive (1912). A band of young folk found a secret 
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society (Geheimbuni) to fight the silliness which comes from starved 
imagination and in the grip of which men are crushed by the 
leaden load of day-to-day existence. Die Unauffindbaren records the 
doings of a band of anarchists who live in an America of imagin- 
ation everywhere and nowhere in a land of dreams. There is again 
juggling with space and time and reality fused with dream in 
the poetry {Gedichte, 1947), dramas (the action of Die Rjotte Kak 
1 949, takes place ‘mi/idestens i^ehntanseKd Jahre vor dem bekanntenBibel- 
ereignis'), and in the fiction (Ne^'a, 1 947) of ernst nossack (i 901- ). 
Something of Kafka’s depiction of life as a nightmare occurs, too, 
in the fiction of heinz risse (1898- ). I lis novel Wem die Erde 
bebt (1950) has guilt and atonement for its basic problem; but 
there is a note of hope for a world rocked and shattered by wars 
in the motto of Novalis to which it is shaped : ‘Unser Leben ist kin 
Traum, aher es soil und wird vielleicht einer werden’ The theme is 
carried on in the Novellen So frei von Scfmld (195 1) and Feldmause 

(1951)- 

In the later work of ernst jungkr (1895- ) there is something 
of the mystic idealism of Ernst Kreuder’s questing of the ideal city 
or of the ideal State, but the heart of his work is ‘heroic realism’. 
And this holds good even of the dream imagery of his later mytho- 
logical allegories. Indeed the whole of his work can be classed as 
heroic realism, but only in the sense that in his conception of it 
heroism is real; it is the age-old mark of the German character; 
it is cruel because it is real. And also: heroic leadership is the 
prerogative of the higher and the cultured classes; in other words 
Ernst Jiinger is an aristocrat to his finger-tips ; his sum and sub- 
stance is the recovery of conservative supremacy and do m ination 
in the face of the democratic uplift of out days. At sixteen he ran 
away from school, made his way to Marseilles, and enlisted in the 
Foreign Legion, from which he was in due course released by 
family efforts; this escapade he describes from the mellow retro- 
spect of maturity in his Afrikanische Spiele (i 936). In 1914 he joined 
up as a volunteer, was frequently and seriously wounded in trench 
warfare, and was awarded the Ordre pour le mirite for his fearless 
leadership of his men. During the Nazi rdgime he was in contact 
with resistance circles, but escaped arrest. It is significant that after 
the Second World War he was forbidden to write; in public esti- 
mation he was still the fervent militarist who had made his repu- 
tation by his war diary In Stahlgewittern (1920; in 1942 the title 
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was changed to EinKriegstagebuch). This was followed by 
als inneres Erlebnis (1920), Das Waldchen izj (1925) and Eeuer md 
Blut (1926), which together make up the epic of his war experi- 
ences. The title of Die Male Mjdbilmachmg (1931) trumpets the 
sense of the text: the total mobilization of mankind is called for to 
build up totalitarian government. Der Arbeiter (1932) portrays the 
fashion and functioning of the totalitarian State, which by reason 
of its concern for totality can take no account of the individual 
soul and therefore must give no room to Christianity. The God of 
Der Arbeiter is Technique. We have here a determined and well 
reasoned reduction to absurdity of the tenets of Karl Marx; free- 
dom, runs the argument, means stripping oneself of self, is labour 
not for self or personality, but as one merged in a mass, a ‘type’. 
This Fascist doctrine - in essence the sanctified tradition of Prus- 
sian class supremacy - is further expoimded in Blatter md Steine 
(1934). In Das abenteuerliche Hert^ (1929, revised version 1938) he 
comes to grips with post-war moods and tendencies ; looking back 
to World War I he looks forward to the Second, which in Der 
Arbeiter he had declared to be inevitable and which is already cast- 
ing its shadows before. The revised edition of the work issued in 
1938 reveals a change of spirit and a full appreciation of western 
culmre. This Wandlung comes out more clearly in the visionary 
speculations and the self-revelation of Auf den Js/Larmorklippen 
(1939) ; he has had his fill of the totalitarian State and what he gives 
us here is a post-Fascist attack, veiled in dream-symbolism, on 
Nazi tyranny. It is an allegory of an ancient culture destroyed by a 
tyrant and his sub-human myrmidons. Now we hear of a trinity of 
Word, Might, and Spirit, which supplants the tyranny of War, 
Might, and Power of the earlier works. And the greatest power 
in the new trinity is the Word, which cannot exist without Geist 
und Freiheit, Moreover those who proclaim the Word are indi- 
viduals, who have no place in the massed reality of Der Arbeiter. 
And the way to self-realization for the individual is the culti- 
vation of the Beautiful. In form, Auf den Marmorklippen is one 
of the pioneer works on the principle of Doppelbodigheit\ the 
scene is contemporaneously in the region of the Lake of Con- 
stance, Dalmatia, and Burgundy, and the period is simultaneously 
that of classical antiquity, of German pre-history, the Middle 
Ages, the Renaissance, and the present. All this mirrors the 
development of Europe; and it is very noticeable that Ernst 
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Jiinger now acknowledges the validity of religious faith; faith is 
a help in the pessimism that is inevitable in the face of perpetual 
evil, but the great comfort is that evil and catastrophe cannot quell 
the spirit of man : ''die Siunde der Vernichiting ist die Stmde des Lehem'. 
Ernst Junger served as an officer from start to finish of World 
War 11 , and part of his experience of it is covered by Garten mi 
Sirassen (1942). Since the book betrayed sympathy with the suffer- 
ings of the French it was banned. It is made up of diary entries 
(1939-40) covering the preparations for war and the advance 
through France. Here Junger faces up to the facts and fierceness 
of war, as he docs courageously and clearly in Der Friede (1948), 
which circulated secretly in sheets; and here, too, he finds his way 
back to Christian concepts of love and charity. C'lcarly the ultimate 
aim of Jiingcr’s ‘heroic realism’ is to get the best of the nation 
back from leftist extremes of democracy to the pith and marrow 
of a nationalist Conservatism. Another volume in diary form is 
Strahlmgen (1949); the entries run from 1941 to 1945, and were 
written in Paris, Russia, and Germany. The works that follow 
World War II are intended to be a gospel of salvation for Ger- 
many; at a time when the only cathedrals that remain are ‘those 
formed by the cupolas of folded hands’ the only hope lies in 
spiritual regeneration. Junger sets his face against the nihilism of 
the masses in idber die Link (1950), which upholds the cultural 
ferment of Eros and the creative impulses of art and literature. 
In Der Waldgang (1950) we have a picture of the homeless indi- 
vidual of today, who resolutely crosses the meridian of nihilism 
iNullmeridiati) to reconquer freedom. The threads of Auf den Mar- 
morklippen are taken up again in Heliopolis (1949), an allegorical 
novel more or less in the line of Kasack’s Die Stadt hinter km 
Strom-, it is clearly influenced by Aldous Huxley’s "Brave New World. 
This ‘city of the sun’ is pictured as spiritually more real than the 
cities our earth has known. The action takes place between the 
overthrow of the first world empire and the foundation of the 
second. Actually the chronicle of our own time is interwoven in 
this vision of die future which - by the victory of truth, of freedom, 
of love - is bound to come. It is the world of Superman. In the 
world of fierce conflict between Landvogt and Proconsul (Hitler 
and Hindenburg), between Demos on the one hand and on the 
other die Fdeltrefflichen — a class who through phases of change and 
levelling down have kept the qualities of their ancestors - the 
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problems of Germany today are set out in clear lines. As a travel 
writer Ernst Jiinger followed up Atlantis che Fairt (1947) with 
Myrdm, Brief e aus Norwegen (1948) and Fin InselfruhJing. Fin Tage- 
huch aus Khodos (1949). lu the essay Sprache und Korperhau (1947) we 
have the culmination of his musings on the mysteries of language, 
of the Word which, he says, is "the sword-blade of meaning’; this 
interest in the symbolic magic of sound goes back to Foh der 
VokaJey one of the essays of Blatter und Steine^ and recurs in other 
works. Jiinger is indeed so conscious an artificer of language and 
style that he has been charged with a lack of spontaneity; his 
handling of words, it is suggested, is contrived to convey excogi- 
tated nuances of meaning. The more general view is that as a 
stylist he is ultra-refined and that, though he lacks the subtlety of 
(say) Hermann Hesse, he is one of the great craftsmen of recent 
years. 

"Magic realism’ as applied to the later novels of Hermann Hesse, 
in which, though the milieu is fantastic, the psychology is basically 
real, is a dubious term. It is a question whether it fits Ernst Jiinger’s 
mythical explorations of the present, if only because his concep- 
tion of realism is ideal, not real; hans carossa (1878-1956) it fits 
exactly. For his symbolic interpretation of life is psychologically 
and literally true under the halo of dream; it is visionary, but what 
the vision bodies forth in a world of phantasy exists in everyday 
life. Carossa’s own designation of himself is that he is a healer; he 
decided early that he would handle language as he handled Heilgifte 
(a favourite word of his) in his practice as a doctor ; it is the poet- 
healer, he says, that a nation needs ; and he is a Fichthringer^ a giver 
of light. His aim and purpose is to enlighten, and by means of 
enlightenment to regenerate humanity. The finest possible praise 
of him — it is common, and indeed often misapplied in detail — is 
that of all modern authors he is the nearest to Goethe. Where the 
two are most closely related is in their final outlook on life; and this 
will be clearer if Carossa is definitely classed as a "life philosopher’. 
Lehenspiilosopiie, of course, proceeds directly from Goethe; but of 
all the Febensphilosophen Carossa comes nearest to Goethe because 
both, as poet-scientists, interpret life biologically ~ thus in the boy 
and youth of Carossa’s autobiography there are the stages of de- 
velopment by metamorphoses that there are in Goethe’s plant. 
Carossa’s anti-metaphysical trend of thought is therefore related 
to the practical philosophy of Bergson and to pragmatism, the 



466 MODERN GERMAN LITERATURE 

base of which is that the aim of thought and knowledge must be 
greeted to the betterment of life, and that the value of things is 
in their relation to their power of service to life. In the autobio- 
graphy as a whole we have the same background as in DichtungmA 
Wahrheit, but the pattern of Goethe’s tale is too fixed to literal feet 
to be Carossa’s model; actually this is nearer to Goethe’s Wahl- 
verwandtschaften with its doctrine of ‘elective affinities’ or inner 
relationship between person and person. Carossa himself 

indicates the influence in the earlier stages of the autobiography 
of the cosmic poet Alfred Mombert; this influence, so far as it^ 
be traced, is one of atmosphere; this world of ours, in Carossa’s 
term, is one of dream (Phantasiewelt), and what Carossa takes over 
from Mombert is the conception of walking, as sure as in a dream 
ifraumskher), through a spirit world, with cosmic forces mistily 
shifting but inexorably shaping. One element of cosmic philo- 
sophy that Carossa stresses is that organic changes come from 
light - that is, ultimately from the sun as a life-giving force. The 
opposite of light is darkness, which is Carossa’s symbol for evil. 
If there is light, there must be darkness; evil is therefore a cosmic 
Cilement which is as essential as what is good; good and evil, like 
light and darkness, are parts of one divinely ordained whole. In 
the moral sense, however, good must conquer evil as light must 
dispel darkness. We must, therefore, be strengthened by the faith 
that healing is hidden in the raging of destructive forces. 

Chronologically and primarily Carossa must be classed as an 
expressionist, but as such he is essentially a symbolist; since the 
great mass of his work is his autobiography he himself in person 
is the great symbol for his message to the world; and throughout 
his writings he^ uses scientific phenomena — fauna, flora, etc. - as 
symbols. Pro^nent, too, in his fixed technique are recurrent sym- 

o 1C happenings - doppelte Zeichen, as he calls them -, double 
recor^gs or double phenomena. These symbols are often recon- 
ri^ ^ converge in the one great lesson that from the chaos 
that tollows wars a new world must be bom, in which mind will 

e Carossa’s Konigreki der Seek, or (with a term that he takes 

over from Stefan George) the Third Realm (das Dritte Rmeh) of 
the spirit. ' ' 

Carossa was bom at Tolz in Lower Bavaria as the son of a 
practising doctor. The name is Italian; we know that his great- 
gran at er came from Piedmont and that, after serving as a sur» 
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geon in Napoleon’s armies, he settled in a village on the Inn. 
Hans studied medicme at Munich and took his doctor’s degree at 
Leip2ig. He settled as a practitioner at and near Passau after periods 
in Munich and Nuremberg. It is characteristic of the man that he 
did not give up doctoring for writiag till the end of the 1930s; he 
then lived in retirement at Rittsteig, near Passau. His first -work - 
apart from the poem Stella Mystica (1907) and a thin volume of 
poems {Gedichfe, 1910) - appeared "when he was thirty-five; it was 
Doktor Burgers Ende (1913; title changed to Die Schicksale Doktor 
Burgers, 1930), a tragic tale which is glaringly modelled on Goethe’s 
Werther-, Dr. Burger, having failed to save a patient who dies of 
consumption, commits suicide. Carossa corrects this pessimistic 
ending in a poem: Die Flucht, Gedicht aus Dr. Burgers Naeilass 
(1916). From now onwards Carossa is hardened to the suffering 
he sees; for him now the destructive forces of nature are also 
constructive; for in the decomposition of matter are the germs of a 
new birth (Untergang= Vbergaug). In 1 922 appeared the first volume 
of his autobiography, Eine Kindieit; this was followed in 1928 by 
Verwandlung einer Jugeud; and the two sections were in 1933 pub- 
lished together as Kindheit und Jugend. Here with patient deliber- 
ation Carossa illuminates the stages of growth of a boy’s mind; 
and it must be remembered that although outwardly the subject 
is Carossa it is inwardly a symbol of a process of shaping which is 
nature’s way to maturity. In this sense the autobiography is an 
EntwicMungsroman. Development of mind, and of charaaer as 
shaped by mind, is conditioned by successive shocks of experience 
which bring organic changes; for these Carossa’s word is Ver- 
wandlungen (metamorphoses). And this chemical process is con- 
tinuous - it is nature’s magic:, it is magically real. These shocks 
are often due to ‘elective affinities’ ; that is, they come from human 
contacts and the clash of personalities, in which there is the fertil- 
izing force of chemical combinations. The ultimate stage of Ver- 
wandlung is XSmwandlung, which is the maturity of what is from the 
first embedded in our being. Carossa here and elsewhere writes 
with one plan and purpose: Heiluugeu; the healing of ferments that 
are bound to come, but which heal then^elves if nature is helped 
by the exercise of will power. At the outbreak of war in 1914 he 
immediately volunteered, and his experiences as an army doctor 
are described in Bumanisches Tagebueh (1924* from 1938 title is Tage- 
huch im Kriege'). A Bsumanian Diary had in its day the same appreci- 
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ation here and in America as Ernst jiinger’s Storm of Steel-, both 
equally do justice to the enemy as fighting men; but just beause 
of this Carossa was denounced to the Xazis as a pacifist. The sense 
of this war diary, which eschews description of fighting, is that 
Carossa amid the crash of civilization resolutely and with quiet 
foresight sets about the work of reconstruction; in this sense .d 
Rom/aiiim Diary prepares the way for Der Ar^t Gion (1951), in 
which the heroic way is shown to be the healing of the mental 
and moral degradation that cemtes in the wake of war. Thtee 
women are grouped round Dr. Gion : Cynthia and Emerenz as 
patients, Alruna as his dispen.ser; he has to tell Emerenz, a young 
country woman, who is pregnant, that to bear the child will cost 
her life; she chooses death, that the child may live. To Cynthia, 
a sculptress and painter, he makes it clear that marriage would 
cure her temperamental instability; he cures her by himself marry- 
ing her. Vuhrung and Ge/eit (195}), the fourth volume of the auto- 
biography proper, gives the story of Carossa’s development as a 
writer and of his contacts with those who helped him; there are 
fascinating glimpses of Dehmcl, Karl Wolfskehl, Stefan George, 
Rilke, and others. The autobiographical Case of Geheimnisse des 
reifen Lebens (1937) is obvious, but its contents are problematical. 
In an old cottage near Passau lives Angcrmann with his invalid 
wife Cordula. He is an author, and, though this is not stated, lie 
presumption is that he is a retired doctor. As in Der Are(t Gion 
the symbolic theme is the problem of child-bearing; and, also as 
in Der Ar(t Gion, round the central male figure there is a group 
of three women: Cordula, Angermann’s sick wife; Barbara, the 
owner of a pottery in the woods near-by; and Sibylle, Barbara’s 
companion. In Kamanisches Tagebueb there is a Freudian dream in 
which to the diarist are revealed the elective affinities of his wife, 
their servant, and a young Hungarian woman, in whose house he 
is sleeping, and the comment is : Aber wie Ikbte kh die drei From in 
der einen Gestalt I Wie waren sie ein Wesen, m&chtigseiend eine in der 
anderen P We are apparently intended to feel that the three womai 
are the three noms - Past, Present, and Future - of the Nomen- 
brunnen at Munich; man is enfolded by three elemental radiations 
of his female partner, these having their toots in the three phases 
of time. Das Jahr der sebbnen Tausehang^n (1941) gives the auto- 
biography from the beginning of Carossa’s university studies in 
1908 to the end of his first year as a medical student. There is some 
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conflict with Carossa pere^ because, for one thing, the son neglected 
the Ar^tliche Rundschau for the miasmic labyrinths of Goethe. 
There are erotic experiences ; and the contrasting types of girls as 
they succeed each other have shaping significance. Aufyeichnungen 
aus Italien (1948) makes no show of multifarious information or 
guide-book enumeration, as Goethe’s Italienische Keise does; the 
bulk of the book is made up of highly sensitive impressions, rather 
than notes, of travel. The Aufyeichnungen begin in Verona and end 
in Munich with the description of a day spent there after a bomb- 
ing raid which had rocked the city just before Carossa arrived 
home. Tag in Munchen is a terrible picture of devastation. This 
chapter is followed by Ahendlandische E/egie, which, written in 
1945, was passed from hand to hand during the Nazi period. It is 
the poem of a seer; behind the shifting pictures we sense, though 
dimly, the outlines of the Voluspa, that old Eddie poem which 
foretold the darkness of the gods - and the fields growing green 
again when all the splendour that had been had sunk in ashes. 
Ungkiche Welten (1951) falls into two parts: the first, Eehenshericht, 
written 1945-48, deals with the whole period of Nazi rule and the 
three years after it ; i.e. Nazi tyranny and its aftermath ; and the book 
closes with Ein Tag im Spdtsommer 1947* But the two sections are 
essentially one : they again exemplify Carossa’s technique of double 
relation or double phenomena. Tlie first part is the record of 
events, the ‘story of my life literally reported’, but illuminated by 
a commentary that pierces deep into the events of history and the 
mentality of the German people; and these are shown to be cause 
and effect. In Ein Tag im Spdtsommer 1947 we have a symbolic 
interpretation of the whole sense and purport of the first part of 
the book. The form is roughly that of the South German or Aus- 
trian Dorfnovelle; the figures are rough-shaped woodcuts; and they 
have the religious significance of the genre; the crass realities of 
the present are set against a mythical and a mystical background, 
and the tale is unfolded with the slow meditative precision which 
we expect from Carossa. 

Der Tag des j ungen Aretes (1956) is the closing volume of the 
autobiography proper; it comes between Das Jahr der schonen Tdu- 
schungen and Der Ar^t Gion. It had been expected that it would 
deal in the main with the relations of son and father, but what 
conflict there is is dimly limned; actually what emerges is a recon- 
ciliation and on the son’s part a feeling of filial affection for the 
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father with his amusing oddities and on the father’s part a recog- 
nition that Hans will after all make a passable doctor; this shows 
when the ''angehender ttfid tmjerligcr Dichter' acts as locum 

tenens at Passau while his father is away for the sake of his health. 
But poems are written which find their way into print, and for 
those who know the writers of the period - Dauthendey, Wede- 
kind and the rest - there is a thrill when (iarossa comes in contact 
with them during an excursion to Munich ; and once more light is 
thrown on the influences which go to the making of him as a poet. 
It was Dehmel, he says, who stirred him to his depths, and it is 
strange to read that for two long years he was obsessed with die 
urge to write with Dchmel’s ring and rhythm. Prose, he thought, 
was beyond his reach; but before his fancy hovered like a mirage 
the desire to write prose solidly built and yet lightly floating 
(^gediegen und dock schwebeiid'). Here in a few well coined words he 
gives the pith and essence of what wms to make him the finest 
prose writer, perhaps, of his day, A pathetic interest attaches to 
his last book of all, Der alte Taschenspiekr, \}>rtichstuck aus einem welt- 
lichen Mysterium (1956); a beautiful edition had been prepared by 
the Insel-Verlag as a birthday gift for the 15 th December, but the 
poet had passed away in September. The first part of the poem is 
reprinted from the 1932 edition of Csdkhte\ the second part was 
completed in the spring of 1 940. Since we are faced with a frag- 
ment pointing to an intended Faustian completion an elucidation 
is difficult. We can see that it has a close connection with the auto- 
biography; we remember the old conjurer uncle whose tricks 
Hans tried to imitate in Bine Kindheit, and so, presumably, we have 
an old friend redivivus. Inwoven into the mystery play are Carossa’s 
cosmic concepts, doubled by the idea that the heavenly powers, 
ever at work, must, by forceful enlightenment (or, prosaically 
stated, by the force of events), reclaim the rabid youths (Welt- 
nemrer) who call for the destruction of all that is. 

The definitive edition of Carossa’s verse is Cesammeite Gedkhte 
(1947)- pie first reading of the book as a whole is apt to leave the 
impression of opaqueness and metrical heaviness. But the mist 
lifts and the verse rings true if there is patient and expectant a- 
ploration. There are two keys to comprehension: familiarity with 
the life-story and an ever-present consciousness in the reader’s 
mind of the essential factors of the poet’s biological philosophy. 
The verse might be divided into poems of intense personal experi- 
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ence or of philosophical interpretation of things and phenomena. 
Thus we have poems which record remembered emotion and 
poems which interpret the doctrine of growth by organic change. 
There are a series of poems with exact though subtly imaged des- 
cription of flora and fauna. Philosophically considered the most 
important poems are those in which we find the sun as life-giver 
{Gesang ^ur Sonne), the organic certainty of healing and renovation, 
and the call to a resolute acceptance of whatever ills may befall, 
in the faith that, if the demons of evil are fought with manly 
determination, nature herself will bring recovery {An die Natur), 
FRANK THIESS (1890- ), like Wemer Bergengruen a Latvian, is 
one of those who, while influenced by expressionism and, in their 
later work, by existentialist tenets, are in the main impressionists 
and realists. As good a term as any is transparenter Kea/is/nns; this 
is used for writers, such as Hermann Hesse too, whose base of 
realism is in the main ideological and is illuminated by what Thiess 
calls ^die Scheinwerfer der Erkenntms\ Thiess -* whose mother, an 
Eschenbach, is said to have been a descendant of Wolfram von 
Eschenbach - began with Der Tod in Fa/ern (1921), the tale of a 
dying town, and won through to fame with Die Verdammten (i 922), 
an epic unfolding of the decay of the Baltic aristocracy; the theme 
is incest of brother and sister. In Angelika ten Swaart (1923) we 
find the "associative thinking’ and word symbolism of existential- 
ism; e.g. the name of the American research worker in medicine 
who marries Angelika, a Dutch aristocrat of aristocrats, is Morr; 
this by verbal suggestion verified by the course of the action is 
mors, la mort, or even Mord; and the pith of the meaning is : to the 
bride in the marriage night comes Death in the shape of the bride- 
groom; for he induces physical changes that bring the begiiming 
of death. But the association of ideas is more complicated than 
this: to Angelika, Morr is a stranger; he is plebeian; and yet, as 
life fades, she realizes that she loves the father of her child. Death 
loves life, and in the end Life loves Death. In Frauenrauh (1928) 
we have a daring exploration of sexual states : an architect marries 
a frail girl of nineteen; she is a disappointing bride: she can only 
give her husband excitement, not surrender for she has been 
physically spoilt by a Lesbian afiair with an older woman. Das Tor 
der Welt (1926) explores the sexual awakening of a group of sixth 
form boys and girls in a small town in the Harz; here again we 
have word symbolism and the rest; e.g. Gjmnasiast is related to 
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yu/Livo?, ‘naked’. In Der IF<?^ Isahelk (1934) a German in the 
south of France has an affair, in 1914, with the daughter of a 
French officer who will not hear of their marriage. The lovers are 
torn asunder by the outbreak of war; the girl gives birth to a 
female child. Twenty years later the German learns that the mother 
had been killed by bombs, but he discovers a girl who in the light 
of evidence seems to be his daughter, and as such he adopts her 
and takes her to Germany. But she has led a loose life; sexual 
experience is in her blood; and .she tells her presumed father that 
she would love him sexually even if she were sure he were her 
father. It turns out that he is not, and the presumption is that he 
marries her, though this is not stated. From a rapid indication of 
Thiess’s field of fiction it might seem that he pounces on sen- 
sational best-seller themes; this is, however, far from the truth; 
he is a psychiatrist and he probes quietly and deep. The ‘keusche 
Entblossungen’ of Der IVeg Isabelle led to his rejection by Nazi 
critics on the score of morbidity, though Tsushima, der Rsman eines 
Seekrieges (1936), which shows the heroic inception of the modem 
might of Japan, might have been expected to rehabilitate him. 

WERNER BERGENGRUKN (1892- ) was bom, as the scion of a 
patrician house, at Riga, which at that time was in Russia. His 
name (-gruenis Swedish ‘branch’) indicates the Swedish pro- 
venance of his family; it will be remembered that Latvia was once 
a province of Sweden. After completing his university course at 
Berlin he fought as a volunteer for the Germans in World War I 
and after the war against the Russians in the Baltische Landweht 
in his homeland. He stresses that, though his themes cover the 
many lands he made himself at home in, the fundament of his 
work is his nostalgia for that heritage of the Baltic provinces - 
Livonia, Esthonia and Courland - which he felt to be the core of 
his being. Here in the great ports with their Flanseatic traditions 
the German-speaking upper strata, the great merchants and the 
landowners, were marked off from the working classes. During 
the Nazi period several of his works were banned; later he was 
placed under surveillance but allowed to write. He emigrated from 
Munich to Achenkirch in the Tyrol, from where, in 1943, friends 
managed to smuggle him into Switzerland. At Achenkirch he had 
written resistance poems which he recited at clandest i ne meetings. 
HUs first novel was Das Gesets^ des Atum (1923), which has auto- 
biographical elements. Dasgrosse Alkahest which followed, 
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has its shifting scenes in the Russia of Catherine the Great. Der 
goldene Griffel (1931) is a novel of the inflation, -with a criminal as 
central figure; here Bergengruen sketches out his main tenet, am- 
plified in the work that follows, that evil can be overcome by 
spiritual means. His aim, he says, is : ‘die ewigen Ordnungen sichtbar 
macherd. There is deep religious faith in his work, and much of his 
apparent patience with wrong-doing is to be explained by his con- 
version in the late 1930s to Roman Catholicism; what we find is 
that contrast of evil and good which comforts converts ; it is the 
dream-lore, the poetry of Catholic doctrine. If we are to believe 
Bergengruen, God reconciles conflicting forces, and evil must be 
accepted as belonging to God’s ways with men. Bergengruen’s 
great effort is in the batch of historical novels which follow Das 
Kaiserreich in Trummern (1927); this goes back to the days of the 
Goths and describes the rush to glory of Odoacer and his down- 
fall. In Herzog Karl der Kuhne (1930) Charles the Bold, Duke of 
Burgundy, overreaches himself in his lust for power. Then came 
two novels which are considered to be Bergengruen’s chief works. 
In Der Grosstyrann und das Gericht (1933) the problem of Nazi 
Germany is transposed to the Renaissance period in a small Italian 
State. Bergengruen’s very personal technique is perhaps best exem- 
plified in a novel which was banned by Goebbels, Am Himmel wie 
auf Erden (1940). The period is that of the Elector Joachim I of 
Brandenburg, who was fanatically opposed to Luther, and the 
twin towns of Berlin and KoeUn are the scene. The tone is Catholic, 
and the theme is the disintegration of life through fear (as in Nazi 
days). A second deluge is prophesied by the State astrologer, who 
has read the coming event in the stars. He tells only the Elector, 
who also dabbles in astrology; arks are built, and there is general 
chaos. The young chamberlain sends his wife to a safe place; for 
this betrayal of the secret he is condemned to death by the Elector, 
and before his death he realizes that he who is afraid is not perfect 
in love. The Elector himself flees, but returns to stay with his 
people. And there is no deluge. The novel was begun in 193 1 md 
finished in the summer of 1940, when a new catastrophe was im- 
pending. The pivotal idea is that events foretold by the Old Testa- 
ment prophets recur through the ages. Bergengruen is a master of 
the Novelle, in which he is influenced by E. T. A. Hoffinann, and 
in his symbolization of history by Conrad Ferdinand Meyer. The 
starting-point mostly conforms to Goethe’s definition of a Novelle 
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as ‘erne skh ereigmte tmerhorte Begebenheit', but Bergengruea’s un- 
heard of event is a manife.station of eternal laws, the effect of which 
tends to be, not so much a chance happening as a religious Wand- 
lung, a moral regeneration which does not always carry conviction; 
it is rather fixed up or ausgeklugeU than inevitable. There are sen- 
sational elements, as for instance in Rosen am Galgenhol^ (1923) and 
Schimmelrmter hat michgossen (1925). At all events these eminently 
readable short stories, whether single {Der spanische Rnsmstock, 
1940; llommger Ikimweh, 1942; Scha/^grahergeschkhte, 1943; Das 
Tempelchen, 1950) or grouped {Die Sultansrose, 1946; Stemenstand, 
1947) have just the components which make translations saleable. 
Typical is Der kt\te Kitlmeister (1952); here we have a Rahmen- 
er\ahlung, tales strung together with the life story of the narrator 
framing them in; we are made to realise that this last captain of 
horse is such a ‘shining fool’ as Bayard or Bertrand du Guesclin. 
He is the last of his class because he has done his last fighting 
against the Red Army. Bergengruen meets him in his old age in 
a village on a North Italian lake. Tliroughout the book we have 
Bergengruen’s characteristic note, that subtle blend of Baltic East 
and Russia with Southern European moods and feeling. In this 
respect Bergengruen pairs with iiiiNRY von heiselrr (1875-1928); 
both have translated Russian classics, and both in their best work 
have an undertone of love for the Russia of the good old days. 
There is the same tone in the sequel to Der letv^te Rittmeister-, in 
Die Rittmeisterin (1954) the captain is dead, but the narrator meets 
a lady who was his friend and memories are revived in yet another 
string of tales. Another collection of talcs which cluster round the 
Baltic coast and Riga is Die Vlamme im Sauknhok(_ (195 5). Oster- 

ffuss. Seeks "Br^dhlungen (195 5) there are talcs from both the Russia 
of the Czars and of the ^mmunists. Zwiesekhen (i 95 1) is a delight- 
ful children’s book written by Bergengruen for his own children. 
As a lyric poet Bergengruen is best known for the ‘resistance 
poems’ of his Dies J«rff (1945), which were written in the Tyrol 
and privately circulated. A few of these may survive, as historically 
indicative, though all the resistance poems of the period tend to 
fall into a common mould which palls with familiarity; the form 
is as a rule so imnaaculately tegular - sonnets are favoured - that 
there can be no lasting popular app^l. There is something of a 
declamatory effert in An die Volksr der Brde, a call to the nations 
of the world to repent for the guilt they incurred in the twelve 
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years (the holy number of fulfilment!) -which cover World War II 
and what went before it: Germany, ‘the heart-shield of the West’, 
runs the argument, was seized by the Demon that drove her to 
war; but the nations round about her were passive in their Tragheit 
desHeixens and therefore equally guilty. The result is that Germany 
must suffer in their place (stellvertretend). All this may seem strange, 
but it is part and parcel of the obsessional Messianism of the 
Germans: Germany is chosen to save the world; and therefore: 

‘ Volker, vernehmt mit ms alien das Gottliche; Metanoeite !’ But Bergen- 
gruen’s lyrical work is mostly religious in tone and substance: 
Die Kose von Jericho (1946), Der ewige 'Kaiser (1937), Die verborgene 
Frucht (1958), Die heile 'Welt (1950). In hombardische Elegie (1951) 
the poet recalls his Baltic origin, reflects on the fate of his ancestors 
and their possessions, and connects all this with his description of 
the great plain of Lombardy, which serves him as the starting- 
point of his excursions into the world of the past. 

In the Supranatwralismus of the Rhineland novelist Elisabeth 
LANGGASSER (1899-1950) the fusion of past and present is extreme 
and extravagant. For her md Hier are one with Immer und 
Emg: ‘Zeitlosigkeit und Zeit\ she says, ‘fallen ^usammenl Not only is 
the unity of all life her continuous theme but also the unity of the 
pagan antiquity of Greece and the Middle Ages with the world of 
today. She is a master of interior monologue. Her novel Proserpina 
(1932), a personal myth of childhood, was followed by Triptichon 
des Teufels (1932) and Gang durch das Ried (1936). The theme of Die 
Rettung am Rhein (1938) is Grace abounding, as it is decidedly of 
the masterpiece that made her famous. Das unausloschliche Siegel 
(1946). The novel must have been written in the full consciousness 
that she was half a Jew, that she had been condemned to twelve 
years of silence, and that her elder daughter had been thrown into 
the concentration camp at Auschwitz. The chief character of the 
novel, Belfontaine, is a Jew complete, but he turns Catholic to 
marry into a Catholic family. He is in good circumstances and a 
bon viveur\ and he accepts baptism cynically and keeps to his free- 
thinking. At the outbreak of the First World War he is on holiday 
on the Loire and is intemed. Years after we find him at Senlis 
r\p-^r Paris as a naturalized Frenchman married to a Frenchwomm. 
All seems to be going well with him, and he is still flaunting tas 
Voltairean vice of enlightenment (Vemunfi) when he hears a voice 
railin g him in a thunderstorm: ‘Lazarus, kamm herausP He dis- 
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appears, to appear again in 15)43 as an old Jew beggar who roams 
about between Russian concentration camps and Russian partisans, 
rich in the joy of prayer and in Clod’s grace. This is the story that 
can be fished out of the ocean of mon(jlogues that wind on and 
on, insertions, and multifarious matter, and the leap-frog chrono- 
logy between 1858 and 1945 ; the happenings range in scene from 
the Rhineland through France to the Pyrenees and eastwards to 
Russia. There is no psychology; for the fundament of all we read 
is that man is object, not subject; what is visioned and shown is 
the direct action of God on man. There are two opposing worlds: 
the world of saints - Theresc of Lisieux, Bernadette Soubirous at 
Lourdes, and the rest - and the world of demons, and to these 
belong the marionettes of Satan, such as Bclfontaine. The conflict 
is thus between God and the Devil; they fight for the souls of 
men. Bclfontaine is saved in his sin ; for he is baptized. His baptism 
was a fraud; but, being baptized, he bears a seal that cannot be 
effaced. A vile Voltairean might object that if the mere ceremony 
of baptism is miraculous, it is a heathen fetish; but symbol is 
heaped to prove that the baptismal font itself is a miracle; and in 
addition the grotto at Lourdes and even die mihlkhe Scham (and 
this is typical) are symbolized as fonts in which the miraculous 
process of salvation is carried out by God. The greatness of the 
novel is in description, in symbol; in short it is rather prose 
poetry than narrative. Marvellous is the use of classical mythology 
to image the common human conduct of all time; thus Leda with 
her swan serves to show forth by a callous spread of limbs the 
mechanical sexual receptivity of woman. The symbol is often raw, 
to mark the impulsion of brute desire; but it may have the loveli- 
ness and the rareness of a poet’s vision. The artistic justification 
- if there can be one - of all this slow savouring of adultery, of 
Lesbian love, incest, brothels, is that it is necessary for the picture 
of ‘purple Hell’. But the other-world contrast is the cloister with 
flagellation and fevered visions. Physically untrue as the presen- 
tation of mental states is, there is psychological interest in so far 
as the author’s own obsessed psyche is revealed. She is the reverse 
of anima mturaliter ebristiana', she is a forced flower of fanaticism; 
and to many her aversion to Luther may be distressing, Der Torso 
(1947) and Das 'Lahyrinth (1949) are collections of short stories. 
Of prime importance is her posthumously published novel on a 
vast scale Markische Argonautenfabrt (19J0), in which we find the 
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same leap-frog chronology, the same insertions and divagations 
as in Das mausloschliche Siegel-, the multiple threads of the story, as 
of the argument, dangle loosely, and may escape the reader’s grip. 
The reason for this may be the loosening grip of a dying woman’s 
hand; there are signs that it was finished anyhow. The theme is 
once again the renovation of a ruined world by Grace abounding. 
Seven people, each oppressed by one of the seven great heresies, 
set out in the summer of 1945 from the mins of BerUn on a pil- 
grimage to the monastery of Anastasiendorf (‘the village of resur- 
rection’) in the south of the March of Brandenburg. They are on 
pilgrimage to themselves; for their Golden Fleece is to be theic 
return home regenerated by Grace, saved from sluggishness of 
heart and nihilistic despair. Here again there is a daring use of 
sexual symbol, and the poetry and the sadness of it all is so lovely 
that the moral lesson floats away into limbo: the Golden Fleece 
and the soul’s uplifting are in the magic and the haunting melody 
of the words, not in the austere cloister at the rim of Russia. The 
author’s defence of herself would be that these pilgrims from the 
old to the new are not in history, but between two phases of 
civilization; and therefore they are in a state of nature (Naiur- 
menscheri) and free from all convention and sense of shame. Their 
sexual promiscuity as they roam through ruins is thus not im- 
morality condoned, but is presented as inevitable, because they 
are as yet far from the joy of the spirit - that joy which is the 
purpose of God because it is His nature. There is high excellence 
in Elisabeth Langgasser’s lyric verse, of which the main aspect is 
that Greek myth and fable are used for intricate symbolism woven 
into all the phases of nature; to her trees, plants, flowers, bees, 
animals are literally Demeter. Her cosmic conception is built labori- 
ously into stiff rhymes and often into hard rhythms, though there 
may be a caressing melodiousness that makes the search for sense 
seem otiose. The main obsession is seminal reproduction, of plants 
and man. The worst that can be said - but if there were space for 
quotation the balance would be to the good — is that because of 
overweighting by learned allusions the verse sticks to the page. 
Chronologically listed her books of verse are as follows. Der 
Wendekreis des Lamms. Bin Hymnus der Erlosmg (1924) marks her 
first appearance in print. Lierkreisgedichte (1935) ^ subtle re- 

creation of classical mythology and legendary lore servi^ for the 
symbolization of modem life; the source is her conception of late 
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Hellenistic semi-ray thical religion, in which Greek paganism blends 
with a primitive acceptance of Ghristian dogma. DerLaubmamund 
die Rose. Ein Jahreskreis (1947) probably derives from Brentano’s 
Rotnam(en vow Rosenkrati^\ nature is christianized with (often.) com- 
plicated and sometimes more or less obscene threads of relationship. 

LUISE RINSER (1911- ), an Upper Bavarian, was an elementary 
teacher near Salzburg; she now lives in Munich. From 1944 to 
the end of the war she was forbidden to write by the Nazis, im- 
prisoned, and condemned to death ; these experiences she describes 
in Gefatignistagebuch (1946). As a novelist she breaks with conven- 
tion and ploughs her own furrow. In Die Starkeren (1948) we have 
the collapse of the time-honoured middle-class and its displace- 
ment by the new type of race-conscious German. This clash of the 
olABurgerium with its reverence for family life and the ’tween-wars 
generation, for whom marriage is mt)re or less a mirage, provides 
the staple of Mitte des Lehens (1950). The novel is made up for the 
most part of a diary kept by a professor of medicine at Munich, 
Dr. Stein, and passed over to the heroine, Nina, after his demise. 
The diary entries record the old professor’s love for one who in 
the first flush of her girlhood had been his pupil and is now a 
writer of repute with two novels to her credit. She is twenty years 
younger; the gap is, however, not so wide as that which yawned 
between Ruskin at sixty-eight and the art student of twenty he fell 
in love with. Ruskin, it is true, went mad when his correspondence 
with the girl was broken off, whereas Stein is faithful and devoted 
and quite sane till the day he dies. Nina yields to this male and 
that, 'aus Mitleid' we are told; and this charitable readiness, we ate 
to understand, is a feature of the psychology of new woman in an 
enlightened age. She has even married one of her promiscuous 
males, though she bears a child of which her husband is not the 
father. For once in a way she even sleeps with Professor Stein, 
am Mitleid of course, but she still refuses to marry him. This more 
than anything else is the burden of Luise Rinser’s tales: she brings 
it home that sex experience in a woman radically good does not 
tarnish; those who are morally despicable are the males - but only 
sometimes, for as a rule they just obey the pressure of nature, and 
ate thus themselves innoosnt. There is really no ending, happy or 
otherwise; since Nina has not finished her work - she is busy as a 
writer - she has not finished living, and she faces whatever may be 
in store - as we all do ‘in the middle of our life’. Daniela (1952) k 
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the story of an elementary teacher from a comfortable home who 
at the beginning of her scholastic career, in a fit of reforming zeal, 
exiles herself to a remote moorland village. The beastliness of the 
peat-cutters here is incredible; they are sub-human. One hope 
Daniela has : the young priest, not long in the hamlet, robust, and 
fervent in faith. The name for him in the village is "der Heilige ' ; 
but it is a term of contempt. Daniela has some practical success 
with her de-lousing and general cleaning up of her pupils; but her 
efforts at moral cleansing are laughed at. She hears the priest ser- 
monizing his flock, and in the sermon and in talk with Daniela 
there is much play with the idea that God has instituted sin aus 
Mitkid with humanity; He leaves us the choice between good and 
evil. The reasoning amounts to this : man is an animal, so made by 
God; the priest and Daniela are in an environment of animality; 
and they too, when the moment comes, fall. The problem of the 
book is the celibacy of the clergy; and this is a theme with a long 
pedigree from Zola’s 1m conquete de P/assms and La faute de Pahbe 
Mouret onwards. The priest falls in Peter Rosegger’s Maria im 
Eknd (1852); and another Austrian woman, Emilie Mataja, who 
wrote under the name of Emil Marriot, made a speciality of such 
tales of priests ; her novels Der geistliche Tod (i 8 84) and Mitder Tonsur 
were famous. The finest handlings are George Moore’s The Lake 
and Gerhart Hauptmann’s Der Kett^er von Soana. There is a run- 
ning chain of motifs in all these novels; and there is this and 
that in Daniela which has its parallel in what has preceded; thus 
Daniela, like George Moore’s heroine, is not abashed by the ex- 
pectation of an illegitimate child; in The Lake as in Daniela the 
woman is an elementary school teacher, and in both these novels 
the heroine refuses to allow her priest to join her when he has 
taken up a new vocation. This last detail, however, agrees with 
Luise Rinser’s practice; she has stated in a Selbstportrdt that she 
has no liking for happy endings; in Daniela as in Mitte des Lebens 
the reader is free to guess what the future will bring. Generally 
speaking, though in style and handling of the problem Luise Rinser 
is influenced by Georges Bernanos, Daniela is almost outrageously 
original. The title (one thinks of Daniel in the lions’ den) suggests 
that to the author the woman is the principal character, not the 
priest, whom in any case she donoinates (one might venture to 
say: whom she seduces — aus Mitleid)^ and this would conform to 
her line of attack in Mitte des Lebens^ in which the men, even if 
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they arc intclJcctuals, arc pcior creatures who need women as God 
intended them to. This aspect, really, is what is new and daring 
in these novels of I.uise Rinser, which are not to be judged super- 
ficially by their glaringly best-selling cjuaiities. 

Harrowing experiences of World War I come into the fiction of 
EDGAR .MAAS (1896- ); ‘Verduti-Maas’ as he is known to distin- 
guish him from his brother Joachim. Both were born in Hamburg 
as sons of a merchant engaged in the export trade. Edgar, after 
serving on the west front during the war, emigrated to America, 
where he worked as manager of chemical factories in New York 
and elsewhere. He won fame with his novel Verdun (1936), which 
questions the time-worn ideology of Clod and Fatherland. Im Nehel 
der Zeit (1958), the theme of which is the after-war chaos, is a 
sequel. His brother jo.tcuiM m.\as (1901- ) also emigrated in 1938 
to America, where he was a university reader in German literature 
before returning to Germany in 195 1. fie followed up his dramatic 
poem Johann Chris/ian Cimther (1925) with his novel Bohhne ohm 
Mimi (1930), which handles the life of Bohemian circles in Berlin. 
Der Widersacher (1932) is a novel of the after-the-war slump in 
quarters round the docks in a northern port - Hamburg is indi- 
cated. Two of his works are devoted to the experiences of child- 
hood; in the short story Borhe (1934) a schoolboy is thrashed by 
his teacher, while the novel Die wimederbrine/iche Zeit (193 5) is built 
up from the story of the author’s own childhood in Hamburg. 'Bin 
Testament (1939) is a novel of family life which in Dostoieffsky’s 
way probes into the problems of good and evil. In Das magisehe 
Jahr (X945) too a lonely emigrant in America is filled with nostalgic 
recollections of his youth in Hamburg as it was in happier days; 
the reverse of the idyll is that once again there is a teacher who 
thrashes his pupils. Sturmischer Morgen (1937) chronicles the life of 
another Hamburg boy, Friedrich Ludwig Schroder (1744-1816), 
who rose to be one of the great actors of his time. Der tmermudliche 
'Kshell (1948) is the life-story of Carl Schurx, one of the revolution- 
aries of 1848 who found asylum in America, rose to be a major- 
general in the Civil War, and helped his friend Abraham Lincoln 
to prepare his plans. Der Fail Gouffi (195 5) is a first-class Kriminal- 
roman. Don Pedro und der Teufel (1954) is a lightly written romance 
of a Spanish nobleman who flees from the Inquisition and fights 
with Pizarro in his campaign against the Incas. 

Their experiences in World War 11 have been used by quite a 
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number of writers bom after 1900 for work of sterling merit, 
which may range from crass realism to the symbolic waves-of- 
consciousness novel of Herbert Zand. Wolfgang borchert (1921- 
47), a Hamburg man, had a short life of intense suffering; he was 
condemned to death for defeatism, but released; in 1944 he was 
jailed in Moabit. He wrote a play, Draussen vor der Tur (1947); the 
leading character is a Heimkehrer from Siberia, one of those who 
return home to find no home - ‘Ihr Zuhause ist draussen, nachts im 
R£gen, auf der Strasse. Das ist ihr Deutschland’. There is the same 
mood of hopelessness in his short stories: Die Hundeblume (1948), 
An diesem Diensttag (1948). His verse was published in Laterne, 
Nacht und Sterne (1946), with additions in his collected works. Das 
Gesamtwerk (1949). 

There is something of Borchert’s despairing mood in the work of 
HEINRICH BOLL (1917- ). Bom in Cologne he served as an infantry 

man from 1938 to 1 945, and was four times wounded. He made 
his reputation with the short stories of Der Zug war pmktlich (i 949) > 
the period covers three days and nights spent by men on leave 
from the front. There is a ghost-Uke atmosphere in the twmty-five 
ironic Novellen of Wanderer, kotnmst du nach Spa (195®) ; it is a grim 
picture of fevered life in a country at war and near to defeat — 
soldiers fighting in snow and ice on the Eastern front and snatch- 
ing brief hours of love from the girls they meet, darkened stations 
with trains shunting at midnight, and then the aftermath of a lost 
war. His first novel Wo warst du Adam? (1951) covers the retreat 
from Rumania in 1943 and ends with the capitulation of Germany 
in 1945 ; it brands the sheer idiocy of war. The scene of his second 
novel Undsagte kein eiresQges Wort (i 9 5 3) is a German town (Cologne 
is indicated) shattered by bombs, and the period is that direcdy 
following the reform of the currency. The novel probes into the 
conditions of post-war life and shows how much depends on the 
wife ; there is no Zuhause ; husband and wife have to live m a single 
room. The husband has returned from the front with disordered 
nerves; he takes to drink and lounges in GroscbertauMen. By 
contrast his wife endures in heroic patience, and m *e end the 
husband finds his way back to her. There is a ^gious base 
significant in the post-war Catholic Rhineland, the . 

faith gives restraint and courage to force a way out of lUness m 
the direst poverty. Haus ohne Huter (1954) is once ^ 
family life under strain and stress. The troubles which go with the 
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aftermath of war are seen as they impress themselves on the minds 
of two schoolboys whose fathers were killed at the front. Martin’s 
mother, a film fan, lives hcmusecl by the make-believe of Holly- 
wood, while Heinrich’s mother depends on shifting relationships 
with men. 

Of the novelists who ntade the Secf>nd World War their mairi 
theme none reaches the heights f)f Hrnst jiinger. Of the influences 
discernible I'honime rivoltv of Oamus and Hemingway’s novels 
stand out; Hmst Jiinger’s Slrahhmgen also counts. The first of these 
novels to appear, often / kimkehrerrowaiie, were by writers who for 
the most part had fought as privates and who, to begin with at 
least, were Communists - Theodor Plievier, Hans Werner Richter, 
Walter Kolbcnhoff in particular. I'he representative novel of this 
Anklasflileraturh Plievier’s Stalinfirad. tiii;odor i>Ln;viER(i892- ), 
born in Berlin, was a sailor and then a rancher in South America. 
From 1914 to 1915 he served in the Oerman navy and was one of 
the leaders of the sailors’ revolt at Wilhelmshaven. In 1955 he fled 
to Russia, and in World War 11 he W'as a member of the committee 
Vnies Deutschland, In 1945 he returned to Cermany with the Red 
Army. He had made his reputation with Des Kaisers Kadis (1929), 
the theme of which is a revolt of sailors after the surrender of the 
German fleet at Skagerrak and in which he gives vent to his per- 
sonal resentment, as he docs t<K) in his Der Kaiser gmg, die Generate 
bliehen (1932). Stalingrad (1945) was written in Russia during the 
war; it was finished a year after the battle. Since his conviction 
then was that to be a prisoner of the Russians was to be saved the 
main tenor of the book is shot with illusion. Stalingrad relates the 
fate of an army and is made up of information collected on the 
battlefield, from diaries and letters, and from conversations with 
prisoners of war. It gives a credible description of the actual battle, 
but in intention and effect it is a symbol of the destruction of 
German military power. In form it is a scries of pictures with the 
horror of happenings so heightened as to produce the maximum 
effect of shock on the reader’s nerves. The language is sometimes 
ungrammatical is not an unfair term; and generally 

it is sensational - e.g. Brulien is a favourite word. For the aide 
the problem is whether it is a novel or just journalese reporting 
(‘Reportage^; the author dubs it both ‘novel’ and ‘chronicle’. If it 
is to be judged by construction (Aufbau) and form it is hardly a 
novel, not so much so as Tolstoy’s War and Peace. It is the raw 
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material of history loosely shaped to a gigantic symbol; it has 
been classed as a ‘monumental morality’. Tatsachenroman hits it off 
best perhaps. The dramatis personae are types, not characters; and 
therefore there is no psychology, but just man in the mass and 
massed effects which, as such, are sensational. The colonel of an 
armoured division and a gravedigger stand out from the rest. The 
gospel presented is that the individual does not exist; what does 
exist is Massemensch (to quote the title of Ernst Toller’s play), the 
mass made up of men who count only as coimters in the mass. 
There is the same mood and method in Plievier’s following fiction: 
Das gefrorene Hert^ (t 945 ) lashes out at the madness of war; Im 
lets(ten Winhel der Erde (1945) exposes the exploitation of labour in 
the saltpetre mines of Chile and brings in personal experience of 
riiilp. and its coast as Plievier had done in his earlier novel Zwdlf 
Mann und ein Kapitan (1930) and as he does in Haifische (1949), a 
sequel to Im lett^ten Winkel der Erde. Moskau (1952) is on the grand 
scale of Stalingrad, but falls below it; even the language has lost 
brutality, and there is some attempt at balancing, for both sides of 
the front come into the picture. Of the other novels which de- 
nounce the war Minter Go ties Eucken (1548) by bastian muller 
(1912- ) has its scene of action in Germany and the occupied 
countries in the period 1938-46; the author began as a goatherd 
and described his early struggle in Die Eulen (1939). hans werner 
RICHTER (1908- ), the son of a fisherman on the island of Usedom, 
had a hard struggle with privation in youth; notorious for anti- 
Nazi speeches, he had to flee to Paris in 1933, but was driven by 
hunger to return to Berlin in 1934. Forced into the army in 1940 
he was taken prisoner in 1945 was sent to a camp in the United 
States. On his return to Germany he founded Gruppe 47, a con- 
fraternity of writers to which these leftist writers belonged. His 
novel Die Geschlagenen (1949) begins in Italy; its highlight is the 
battle of Monte Casino. Walter kolbenhoff (1908- ), the son of 
a labourer, threw up his job as a factory worker when he was 
seventeen and tramped Europe as a street singer; afterwards he 
was a journalist in Berlin, fled to Denmark in 19333 pitched 
into the German army in 1942, and went through the hells of 
Sebastopol, El Alamein and Monte Cassino; in 1944 be cap- 
tured by the Americans, and while a prisoner wrote his novel 
Fleisch undBlut (1947); his theme is the misery of those who hate 
the Nazis and are forced to fight; Heimkehr in die Fremde (1949) 
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lays bare the conditions in post-war Ciermany as a Heiwkehrer finals 
them in what should be home but is an alien land, rudolf kramer- 
BADONi (1913- ) C( )mes inn > the picture with his novel In der grossen 
Dr/// (1949), a witheringly sarcastic picture of the average German 
who takes things as they come and makes the best of them; he is 
given a commission in the war and is actually decorated with the 
lUflerkrcH^ by the Fiihrer in person. He had begun with a novel 
in Kafka’s manner, Jarnhs Jnhr (1943) RihI made headway with his 
cynical rogue’s talc \Scbdmairoman) Mein Vmmd lUppolyt, the hero 
of which owes his CJrecian name to the fact that his father was 
half seas over at his baptism and would keep saying ‘Hipp’ and 
addressing those pre.sent as 'Ihr Li}//' (’you folks’). 

EMIL BELZNER (ipol- ) began with two verse epics: Die Horner 
des Poliphar (1924) and hrm der Peli^hdndkr (1928), a story of life 
in Moscow. His first novel was iMarscbieren - nicht traumen (1931); 
this describes the e.s:pericnces of a major in World War I. His 
reputation was firmly fi.Kcd by Kolumhm vor der iMndung (1933), 
a waves-of-consciousness story in which the events of his past life 
pass in dreamlike procession through the mind of the seafarer in 
the moments before he lands in what he believes to be India. 
Juanas grosser Seemann (1956) is a revised, expanded edition; Juana 
is a playmate of his childhood, who already visioned the great 
seaman to be in the boy Columbus. To English readers Belzner’s 
Icb bin der Konig (1948), with its motto Inauditum nefas, will be 
problematical and to some repulsive: the ‘unheard of crime’ is the 
beheading by James 11 of his nephew the Duke of Monmouth. 
It is not so much a historical novel as an experiment in the most 
recent literary phase, Zweite Neurormntik. Its relation to reality as 
to history is remote; what the novelist drives at is the infamy of 
governmental tyranny in the present as exemplified by events 
centuries ago. In an epilogue Belzner explains that the work was 
begun at the beginning of World War II with the object of fathom- 
ing how far art can probe into the inner meaning of events (:j«r 
Grgrundmg des Spaersinns der Kunsi), and it was continued during 
the dictatorship at a time when the sense of what was printed had 
to be r^ched by positing its contrary. But there are symbolic 
depths in the novel, and, broadly speaking, the meaning would 
seem to be that royalty or absolute power in any sense is Puppen- 
spiehrei. But the contrary of a pup^ king is the producer who 
keeps things going; here this king by character is Dudley Flint, 



EXISTENTIALISM ANB SURREALISM 485 

a farmer of gentry class who comes into close contact with both 
James II and Monmouth. His estate is by name Jewel; and the 
assumption may be that with his sterling qualities he represents 
‘this precious stone set in the silver sea . . . , this England\ A king 
must have his queen; and there is a wealth of poetry dreamt into 
the depiction of Jane, whom Flint, after an incredible opening 
with a display of Fensterln in the Bavarian style, marries with yet 
more ancient English ceremonial, which is entertaining because 
it is on the face of it apocryphal. But woman is congenitally prone 
to give way physically to the gilt and glamour of royalty; Jane 
remains faithful, but there is throughout the thrill of the sensation 
that no woman, however devoted to her husband she may be, can 
refuse a king. In the later stages of the novel the Mermaid Tavern 
fills the scene; it is the favourite haunt of James II, a brothel to 
which he brings Monmouth when the rebellion has failed. From 
a window Tower Hill is seen; and Kneller, who has his abode in 
the tavern, is ordered to paint for the delectation of the king a 
portrait of Monmouth after the severed head has been stitched on 
to the trunk. Here, too, Daniel Defoe functions dangerously as 
court fool, and represents an intrusion of sound sense and poetic 
pathos into the filth and folly of the closing scenes. In the epilogue 
there is a reference to the present Earl of Dalkeith as the direct 
descendant of Monmouth, with the assumption that he narrowly 
missed the royal rights to which Monmouth was legitimately en- 
titled. There is still more of a welter of allegory in Belmer’s last 
novel Der Safranfresser (1953); the background is the earthquake 
of Messina in December 1908. 

Hermann Hesse’s utopistic Glasperlenspiely Josef Winckler’s Der 
chitiastische Filger^gy Alfons Paquet’s Die 'Prophe^eimgeny and Franz 
Werfel’s Stern der Ungeborenen are followed by Ernst Jiinger’s Helio- 
poliSy the archtype of a series of novels which have for their pur- 
pose to interpret in symbol the events of our own time; they show 
as logically possible the existence of States which are the direct 
contrary of what we have experienced in the outcome of Wilhel- 
minismus and the nightmare of Nazism. If instead of such an id^l 
State they give, still in symbol, a close depiction of what we have 
experienced (as Stefan Andres does in Die Sintfluf) we may call 
them Utopias reversed. The Utopia proper generally follows the 
normal pattern of the genre by projecting its period into lie far 
future (Zukunfts- und Staatsroman) while the Utopia reversed, in-- 
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evitably more or less a roman a clefs, keeps to the recent past. In so 
far as these Wellsian tales of times to be build up their systems on 
the marvels of technical science their immediate progenitors are 
Bernhard Kellermann’s Der Tunnel and Dublin’s Berge, Meere md 
Ciganten, though ultimately they derive from the British, French 
and American Utopias - William Morris’s News from Nowhere, 
Blatchford’s Merry England, Bellamy’s Looking Backwards-, in par- 
ticular the influence of Ckorge Orwell’s i$84 and of Aldous Hux- 
ley’s Brave Nejv World cannot be missed. And of course some of 
them are likely to be rooted on the solid ground of Oswald 
Spengler’s Der Un/ergang des W-’esiens. 

The Rhinelander stki-.an ..vndri>:s (1906- ), born near Treves as 
the son of a miller, was destined for the priesthood, but deserted 
his convent school to study Ctermanisfik at the universities and 
then turned to literature. He travelled extensively, and from 1937 
to 1949 lived in Italy. His love of southern climes plays a great 
part in certain of his novels : Clrecce is the scene of Der Mann von 
Asteri (1940) and of his short story Das Crab des Neides (1940), 
Italy that of Der gefrorene Dionysos ( 194*5 rechristened Die Liebes- 
schaukelin the 1951 edition), of Kiiter der Gerechtigkeit (1948) and 
oiDasgoldene Gitter (195 1). But the continuously recurring theme 
of his best work is that of the conflict between devotional con- 
templation and the call to the rough and tumble of life outside 
the cloister. We have it in his first novel Bruder (1932), 

which is clearly autobiographical; it is the tale of a novice in a 
Capuchin monastery who is lured away by the wiles of the world. 
In Der Knabe im Brunnen (1935) we have the same story as auto- 
biography; it is one more Eine Kindheit in the wake of Carossa, 
the boy Steff dreams himself into a world in which he cannot 
reconcile the loving Creator with the angry God of the Old Testa- 
ment. Other novels are Entwicklmgsromane with heroes of peasant 
stock who make their way by study: Ed/erhard im Kontrapmkt 
(1934), Die unsichthare Matter (1934). The author’s dominating 
theme shapes itself in Ed Greco malt den Grossinquisitor (i 95 ^)>_ 
which we have the contrast of an inquiring and independent mind 
with rigid orthodoxy, and is climaxed in Wir sind Utopia (1942). 
The scene of the latter is in Spain in a Carmelite monastery wWch 
is now used during the Civil Wat as a prison for captured soldier. 
One of them is a renegade monk who by a miracle of chance finds 
himself lodged in the very cell which had been his twenty years 



EXISTENTIALISM AND SURREALISM 487 

before. As he lies on his plank bed he is hallucinated by the old 
fomiliar rust stains on the ceiling, and as he gazes at them he 
remembers that during his period of indoctrination he had fancied 
they mapped an island in a far-away southron sea; here was Utopia; 
in their separate regions Christians and pagans lived in harmony; 
for each religion was as good as the other. The pagans had their 
Temple of Dionysos and they still celebrated the mysteries of 
Demeter. The difference between them was that for the pagans 
nature was enwrapped in the Divine and therefore sinless, with 
the Divine accessible to the senses and with no need to be made 
perceptible by dogmatic formulas. What he tries to formulate by 
a process of logical reasoning is a synthesis of paganism and 
Christianity; in essence his musings lead him to the doctrine of 
Schiller’s poem Die Goiter Griechenlands. The youth confesses his 
journeys to Utopia to his professor of dogmatics, who tells him 
that no one has ever yet been able to create a Utopia on earth, 
not even He. The upshot is that Paco leaves the cloister and as a 
sailor and now a soldier has his full experience of life down to its 
dregs. And now in his cell he has a conversation with the lieu- 
tenant who is in command of the prisoners; this grubby soldier, 
it turns out, has murdered monks and raped nuns, and now he is 
in terror of dying unconfessed; and when he finds that this par- 
ticular prisoner was once a monk he asks him to hear his con- 
fession. There are now dramatic possibilities; Paco with his know- 
ledge of the monastery and its rust-frayed window-bars could 
escape; and, since he has managed to hide a kmfe in his pocket, 
he could ease escape for himself and his twenty fellow prisoners if, 
to begin with, he murders the man he is confessing; but the 
Christian teaching of his youth lays hold of him, and when he 
knows that the lieutenant has been ordered to murder the prison- 
ers to ease retreat before the advancing enemy he prefers to be 
machine-gunned with the others. The dramatic tension is 
contrived and held, but what gives the book its v^ue its ftank 
and clear discussion of Catholic dogma and of the implications o 
the ceremony of confession; ‘God loves the world,’ Ms P^fessor 
of dogmatics had taught him, ‘because it is imperfect - Wtr sind 
Gottes Utopia, aber eines im Werden\ It is verified Ca^hc do^a, 
this indoctrinated ex-monk teUs his penitent, tbat: 
wie jedes Sakrament ein opus operatum und hangt mchtvom Gla^en des 
Sprechenden ah: The trilogy Die Sintflut is reckoned with the great 
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achievements of fiction in recent years. In the first of the three 
novels. Das Tier aus der Tiefe (1949), we have again a renegade 
priest who gives up his clerical vocation for political agitation and 
rises to be a dictator. The second novel. Die Arche (1951), covers 
the period from the dictator’s accession to the outbreak of a Great 
War. The book describes the experiences of misguided and wicked 
individuals whose aim is to create a model type of man in a State 
that shapes them closely to fit its devices. The trilogy is completed 
by Der T-egenhogen (1952). The Flood is that which has swept our 
own time and the Arc and the Rainbow have the same political 
significance. What the trilogy amounts to is an ambitious attempt 
to show the Hitlerian State in genesis and being. Since it depicts 
a State logically planned and ideologically welded together we 
may range it with the spate of Utopias of the period, but it has a 
contrast value as a Utopia reversed. 

WALTER JENS (1923- ), a Hamburg man, began with a pacifist 
Novelle, Das weisse Taschentuch (1948); a student called up for mili- 
tary service notices that only dark coloured handkerchiefs are 
permitted, because white ones might serve for deserting to the 
enemy. His novel lAein — Die Welt der Angeklagten (1950) is a 
political utopia reversed; it gives a horrific picture of a Terror- 
diktatur, in which personality is annihilated and all are merged in 
the egalitarianism of the brutalized masses, so that no ‘Menschen’ 
remain alive except those who are accused, those who bear witness 
against them, and their judges. And therefore all the automatic 
functions of what remains of life converge round the central terror, 
the Palace of Justice. The hero accuses the woman he loves and 
for that is raised to the rank of witness ; after this he qualifies for 
the highest rank of all, that of a judge; he declines the honour, 
and is shot. In this Zukunfts- md Staatsroman there would appear 
to be some influence of George Orwell’s 1984, to which, more- 
over, Ernst Jiinger in Heliopolis refers as one of the grauenhafte 
Utopien. The hero of the short story Der Blinde (195 1), a teacher 
who has fallen ill and been stricken with blindness, is a symbol of 
the individual whelmed by the horrors of darkness. The novel 
Vergessene Gesichter (1952) was followed by Der Mann, der nicht alt 
werden wollte (1955), a disturbingly academic novel: a university 
professor makes it his task to lay bare the development of an old 
student of Ms who at twenty-six committed suicide in Paris, leaving 
the fragment of a novel which the professor classes as a master- 
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piece. There are the inevitable professorial analyses, with extracts 
from the dead writer’s work which tempt the reader to critici2e 
the critic. 

One turns almost with relief from the symbolical Terrordikfa- 
turen of Stefan Andres and Walter Jens to the raw reality of it all 
as history records it in the work of ernst von Salomon (190Z- ). 
He made an international reputation by his Fragebogen^ the geneses 
of which are his answers to the denazification questionnaire of the 
Americans who had arrested and interned him. His reputation and 
the books he had written gave them good cause for this. He had 
been imprisoned for six years for his complicity in the murder of 
Rathenau in 1922. He tells the story of this and of fighting in the 
Baltic provinces in his novel Die Gedchteten (1950). His novel Die 
Stadt (1932) had already been autobiographical, as was also Die 
Kadeften (193 3), which describes his life as a Prussian cadet between 
1913 and 1919; these two books are valuable sources of information 
for our knowledge of life in Germany between the wars. But still 
more valuable are his Boche in Frankreich ( 1 9 5 o) in which he seduces 
and brutally abandons a Basque girl; this episode is incorporated 
in the full autobiography, Der Fragenhogen (1951), which answers 
the American questionnaire seriatim with contempt and ironical 
cynicism; here von Salomon records his activities secret and open 
and throws light on the rise and ruin of Nazism. The upshot is 
that the author, who began as a typical Prussian ensign, was in the 
fatal years a Nazi, either by the force of circumstance of by con- 
viction. 

It will surprise many to find that bernhard von brentano 
(1901- ), a member of the famous Catholic dynasty which springs 
from Clemens Brentano, writes his anti-Catholic literature from 
the extreme left (KaJ>ita/ismus md schone Diteratur^ 193^)* He is the 
exact contrary of Ernst von Salomon in that he has stripped him- 
self of all Prussian ruthlessness to fight Hitlerism' as a humanitarian 
pure and simple. He stands apart from his Utopian contemporaries 
in his clinging to traditional form; that is, he makes no pretence to 
originality of style. The hero of his novel Theodor Chindler (1936) 
has been elected from Rhenish Hessen to represent the Centre 
Party in the Reichstag and he is chosen as Minister of State in the 
revolutionary committee of his provincial government. The fol- 
lowing novel, Fram(iska Scheler (1945)? is a sort of sequel, with 
Chindler’s son figuring as a famous author. Fro^ss ohne FJchter 

Q* 
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(1957) is an attack cm totalitarian tyranny ; an innocent professor is 
sent to a concentratioti camp, where he commits suicide. Diemgm 
Cefti/j/e (19J9) and Dk Sthu'estirn Vseihm f 1948) arc liction on hack- 
neyed lines. Brentano counts alsfi as a literary critic: Tagebach mit 
huchern (194J) and Sfreifriuge (1947) deal discursively with a wide 
range of authons, German and foreign; in the itrst book there are 
in particular excellent pen-pictures of Schopenhauer, Nietzsche, 
Mtirike, Stefan George, Rilke, and Georg Heym. There is the same 
imaginative interpretation in hi.s August W'iihdm Schkgel (i 945) and 
his Goethe tmd Marimwe tm W'iUemer (1945). Sophie Charlotte md 
Danckehnatm (1949) attempts hist<»ry and centres round the rela- 
tions with the cjueen of Danckelmann, the Ghancellor of FrederickI 
of Prussia, who is admirably ami .sympathetically portrayed while 
literature and philosophy come in with ('.hristian Thomasius and 
Leibniz. 

Of the literary emigres during the Hitler period quite a number 
established themselves in the United States and published works 
there; most of them eventually returned to the homeland, but 
HERMANN KKSTEN (1900- ) settled there and was naturalized. He 
began with the novel Josef .uicht die I'reiheit (x^zj) and the sequel 
Eiu ausschweifender Mensch (J929); in both he is already, what he 
has been ever since, that fanatical fighter for morality in the good 
old sense and for unvarnished truth which gives him a place in 
his generation. The hero of Der Scharlatan (1952) is the type of 
what he hates. Der Gerechte (1954) with its version of the son-father 
conflict was the first of his books to be written in America. The 
first-fruits of his thorough-going studies of Spanish history were 
Ferdinand md Isabella (1936), which brings in the discovery of 
America, and leh, derKSnig (1950; first published 1937 as ?bilip II); 
the latter lays bare the roots of that lust for unlimited power which 
inevitably leads to pitiless tyranny. But the nearer purpose of the 
book is to show the identity of this Spanish Staatsabsolsdismus vsith. 
Wilhelmmsmus and Hitlerism and the utter contempt for humanity 
of both. Kesten shows too that the stirrings of revolt are likely to 
come to light m repressed youth; thus Philip comes into conflict 
with his son Don Carlos, whom he hates. This blend of history 
and fiction is one of quite a series of works which go to the great 
epoch of Spanish history to make clear how fatal to ruler and ruled 
this power craze is bound to be (pp. 496-7). These two novels 
together with Dm die Krone (1952) make up a Spanish trilogy. The 
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Spanish scene shifts in Die Kinder von Guernica (1939) to the Basque 
country at the time of the Civil War. The political satire Die 
Zwillinge von Nurnherg (1946) serves for bringing out the light and 
the dark sides of life in the thirties. Die fremden Goiter (1949) 
switches the study of tyrannical power from State to family, and 
here too youth rebels. A Jewish emigre in Nice, a merchant from 
Frankfurt, is sent by the Nazis to a concentration camp in France, 
while his two daughters are brought up as Catholics in an Italian 
convent; the elder daughter is cast off by her father because she 
refuses to return to the Jewish faith, but - amor vincit omnia — she 
falls in love with a freethinking Jew and listens to reason. The 
theme gives Kesten full scope for the qualities that mark him as 
a writer - he is satirical, cynical, cold-blooded, witty; his romans 
a thhe are stripped of sentiment; all his effort is, not to move the 
reader’s feelings, but to show how wickedness callously twists the 
truth. But the main result is a display of verbal pyrotechnics, 
brilliant, but in the long run so much of the same sort that there 
is a risk of monotony. Copernicus und seine Welt (1948) is a bio- 
graphy which takes into its scope the other protagonists of truth 
- Savonarola, Luther, Giordano Bruno, Kepler, Newton - and 
lashes out at those in the opposite camp - the Church, the Inquisi- 
tion, superstition. Casanova (1952) is also biographical. 

Another refugee, Annette kolb (i 875- ), went to Paris in 193 3, 
where she was congenitally at home; indeed she returned to live 
there after her return from New York, where she found asylum 
while the Germans were in France. This was natural, for she is 
bilingual and her culture is half French; she is the daughter of a 
French piano virtuosa and a Munich architect in the royal service. 
Heredity and upbringing are the deciding factors in her work with 
its fine distinction and gentle irony. Herself of royal descent, she 
moved in the circles of the high aristocracy which she so easefully 
describes, not only of Munich - in her autobiographically tinged 
novel Konig Dudwig der Zweite und BJchard Wagner (i947)> with its 
picture of the great composer sinking into loneliness with his 
coldly calculating wife Cosima to face - but also of London, where 
the heroine of her first novel Das 'Exemplar (i9i3)> whose heart to 
all appearances is closed to love, goes to find the man, now mar- 
ried, whom she once loved. Rilke was fascinated by the story, and 
Thomas Mann’s valuation of the authoress emerges from the fact 
that she is known to be the Jeannette Schierl of his DoMtorFaustus. 
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Her second novel Daphne lierhst (1928) moves with nostalgic re- 
gret in a dying world, the Court circles of the Munich of 1914, 
while in Die Schauhel (1934) we have the Munich of her youth. 
In her monographs Mozart (1935) and Fran^ Schubert (1941) there 
is the same intimate infusion of her own feelings and experience 
that we have in her novel of King Ludwig and Wagner. Her in- 
born love of France balanced by devotion to Germany informs her 
essays: Siehen Studkn (L’d/ne aux deux patrks\ 1906), Wege und Um- 
wege (1914) and her Drei^ehn Brkfe einer Deutsch-Fran^dsin (1917), 
in which she avows her detestation of both Pan-Germanism and 
Pan-Romanism. 

HANS LEip (1893- ) is a prolific and popular writer. The son of 
a Hamburg docker, he deserted teaching for literature. In the 
Hitler period he was suspect, but escaped because, as a soldier in 
Berlin in 1915, he had written Li/i Alarleen, an internationally 
known soldiers’ marching song; even the British took it over. 
The title of his first novel, Der Pfuh/ (1923), stands for the inflation 
slump in Hamburg. Hans Leip has that seaman’s longing for far 
seas and shores which through the ages has fired the men of the 
Hanse towns to adventure and peril, and he has their love too of 
the Wasserkante at home. Thus it is natural that the major part of 
his fiction should be centred in Hamburg or radiate from the port, 
with tales of Hanse pirates {Godekes Knecht, 1925) relieved by idylls 
of the home front (Jan Flimp und die kleine Brise, 1933) and excur- 
sions into rollicking humour {Her^ Wind, 1934). Outstanding 
in the motley mass of his work is his historical novel Das Muschel- 
hom (1940), which records four generations of a Hamburg family of 
Frisian extraction. It ends with the initial stages of the Reforma- 
tion, which is foreshadowed as likely to reform the evils of the time, 
social as well as religious superstition, the despotism of secular 
as well as of spiritual overlords. End of the war stories are Hn 
neues Leben (1946), in which Hamburg is pelted with bombs, and 
Abschkd in Trkst (1949) ; a tale of just after the war is Drachenkalb, 
singe (1949), in which the author embodies memories of his years 
as a Hamburg choir-boy (Drachenkalb) at St. George’s Church; a 
choir-boy makes up his mind to be a sailor, but, helped by the 
girl he loves, turns musician. As a poet Hans Leip is at his best in 
his breezy searron’s songs (Die Mafenorgel, 1948; Das Schiff 
Paradeis, 1958; Die Lafeme, 1942). His song Uli Marleen was the 
core of two English films. 
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anna seghers (1900- ) is the chief exponent of the new socialist 
realism in the novel as Bert Brecht is in the drama. She fled from 
the Nazis, who banned and burned her works, to Paris, resided 
in Madrid during the Spanish Q.vii War, and in 1941 emigrated 
to Mexico. In 1947 she returned to Berlin. For the rest of her life 
she has been a link between East Germany and the Soviet. She 
made her reputation with her novel Der Aufstand der Fischer von 
St. Barbara (1928) ; it has marked originality of style and handling, 
but the depiction of the life of a small fishing port in Brittany is 
rather romancified than realistic; the village whore, for instance, 
plies her trade with too much femininity to be physically possible. 
In her later work she develops a hard masculinity which ruthlessly 
eliminates all traces of warmth of feeling. Her total task is a coldly 
critical examination of the rise and fall of Fascism. Die Gefdhrten 
(1932) describes the experiences of Communist emigrants after 
World War I. In Der Kopflohn (1935) the life of a village in the 
summer of 1932 is plastically described, and the climax of the 
action is the mishandling of the hero by SA ruffians. In Weg durch 
den Februar (193 5) we have the rebellion of the workers in Vienna 
against the Dollfuss government. In Die Bjettmg (1937) there is a 
close depiction of the years 1929 to 1933, just before the accession 
to power of Hitler. It begins with a harrowing account of the 
entombment of a group of miners for eight days in a deep shaft; 
one of them, the good Catholic Bentsch, sustains the others by 
his example till they are rescued and is then acclaimed as a hero. 
But there is a second Bjeitung which is the real theme of the novel: 
the miners are still entombed - they have escaped from peril to 
limb and life to be sucked into the long-drawn-out starvation of 
body and mind in the slump. The details are inexorably charted - 
the queueing up, the marking of the day’s ration on the loaf. The 
seven miners sink into the dumps of apathy; but there is a spokes- 
man who rouses them to rebel, and the message to the masses is 
pressed home when Bentsch leaves them to form a cell of r^is- 
tance against the Nazis. The MS. of Das siebfeKreu^ (1941), written 
in exile in Russia, was saved from the Gestapo by a French teacher. 
The novel had a phenomenal success in America, where it was 
filmed. The nominal hero, Geiorg, is one of seven prisoners in the 
concentration camp at Westhofen in the Mainz district. He es- 
capes, and his sufferings in his struggle to reach safety are des- 
cribed; finally he is helped by friends and anti-Nazis to get away 
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by ship. What is new in the novel is that there is no concession to 
sentiment; what has happened to the other six internees, who did 
not escape, is episodically described and serves as a foil to the 
central figure, who gets away, not because he is the hero of the 
tale, but because he is the type of the tough average mar) ^ho 
stands up to the buffeting of fate; he is not clearly defined as an 
exceptional individual, but is automatically impelled by the urge 
to save his skin, whereas the other six have the tragic weaknesses 
that lead to failure, while the subsidiary characters whom Georg 
meets as a fugitive - working men and middle class people, the 
representatives of the resistance movement - come into the picture 
one by one as the die-hards ready to risk all to help a comrade on 
the run. One may say that the collective hero of the book is the 
average man in his relationship to the Nazi creed before the war; 
the groups of characters coalesce to one firmly limned total type. 
Transit (1948) again describes the sufferings of people fleeing, in 
the years 1940 to 1941, from the Nazi terror. The harrowing story, 
a prose epic of hopelessness, is told with cold precision; it is in 
some sort one of Kafka’s nightmares lived through in relentless 
daylight. In Marseilles, at a time when North France but not yet 
the South was occupied, a band of terrorized fugitives are waiting 
with flickering gleams of hope for their transit visas ; they are sent 
away from shipping offices and consulates, and only a chance 
accident can open the way out. The narrator, Seidler, does actually 
get his visa, but only because he is supposed to be using a cover- 
name for the famous author Weidel. But Weidel, as Seidler knows, 
had committed suicide in Paris when the Nazis marched in. He 
falls in love with Weidel’s wife, who haunts the cafes in search of 
her husband, although in the meantime she has escaped with a 
doctor whose mistress she now is. Seidler, realizing that she still 
loves the husband she had, lets his documents pass their due date. 
And by doing so he saves his life, for the ship in which Marie and 
the doctor sail, and for which he too had a ticket, is wrecked. He 
himself finds refuge with French friends as a labourer on their 
farm. Die Toten bkiben jmg (1949) - outwardly a Zeifroman but once 
more a spedes of prose epic - covers the period from the revolu- 
tion at the end of World War I to the collapse of Germany at the 
end of the second. All the political movanents take their turn, 
with Rosa Luxemburg and Liebknecht, vj'iXh.Borsenkrache, inflation, 
the slump, and with Hitlerism to cap all. All classes of society play 
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their part, from Wilhekninean ofRcers to the great industrialists 
who throw in their lot with Hitler to the working men of Berlin 
with their families. There is no thrusting forward of the author’s 
convictions; the narration is all plain statement; the facts speak; 
the indictment lies beneath the lines. Drastically realistic as these 
novels seem if the bare lines of the narration are followed, they 
are really deliberately unrealistic; they belong to existentialism 
because they render a tragic-heroic view of life based on insight 
into what is commonly conceived as ‘reality’. That is, they are 
transrealistic; not the story moves us, but the sense of the story, 
the grip of the horror that life is as it is lived under the oppression 
of dictators. The Marxist-Leninist faith of Anna Seghers is still 
evidenced in her Novellen, with minutiae selected, sifted, and 
historically verified; in her Hoch^eit von Haiti (1949), for instance, 
we see how the French revolution stirs the negro slaves in the 
French colonies, while the three short tales of Die Unie (1950) - 
dedicated to Stalin - show the workings of the Communist doc- 
trine in China, France, and the Soviet Union. 

If one is to be critically fair it would be impossible to say that 
the fanatical fighter in the opposite camp is more convincing than 
Anna Seghers. reinhold schneider (1903-1958), son of a Pro- 
testant father and a Catholic mother but brought up as a Catholic, 
is not a religious propagandist, he is rather a voice calling all the 
peoples to repentance, an apostle of the universal brotherhood of 
men as deaeed by God. In Verhullter Tag. Debensbericht (1956) he 
has stretched the story of his life from his boyhood at Baden- 
Baden. The university was banned to him, but in his daily ride in 
the bus to his business job he read voraciously, Spanish classical 
dramas by preference. From Schopenhauer he passed to Nietzsche; 
but the course of his life and thinking was changed, he says, by 
Unamuno, that ‘tragic existentialist’ whose philosophy had been 
changed by Kierkegaard and the Spanish mystics. An essay of 
Unamuno on Coimbra directed his attention to Portugal ; he learned 
Portuguese, spent some time in the country, and wrote his books 
Portugal. EJn Keisetagebueh (193*) Leiokn des Camoes oder 

Unfergangmd Vollendung der portugesischen Macht (193 1) ; the latt« is 
in substance an examination of the root causes of the downfaU of 
Portugal in the sixteenth century. This was his first proof of 
competence in what he was to make his own special province m 
literature: to show that the disasters of the present have their 
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parallels in those of past epochs, and that the}- arc due to the same 
follies and moral failings. There is the same tenor in his essay 
Philipp dir Zmiie oder KeP'nJon und Macht (193 1). He then turned to 
his own country and examined the grandeur and guilt of the Great 
Elector, of Frederick I and of Frederick the Great in his historical 
disquisition Die PIoheiv:pIkrn {n)^},), and followed this up with 
We^en dmtsiher Geschich/e (1954). i-ater he passed to this country 
with Das Insekeicb, Ceseii:; md Grosse der hrilischen Macht (1956): 
‘IF/V fdur Spankn, Por/affd, Deutschland diimmerte fiber England dfsr 
Unfergang\ he says. During the composition of this book, which 
was suppressed when it appeared, his r>utlook on the world and 
the processes of history, he tells us, took on final and fixed form. 
In these works already he shows himself to he rather an interpreter 
of histor}' than a historian proper, and in this field his most 
brilliant achievement is by commoit etjnsent l^rs Casas vor Karl V 
(1938); here we have in the first place an epitt»me of the Spanish 
conquest of South America, with a horrifying account of the 
torturing and cnslat'cment of the Indian natives together with a 
revelation of the political condition of’ Spain. F’or rmcc in a way in 
Schneider’s explorations of history we have some fictional interest, 
the love story of Las Casas for an Indian girl. But the chief interest 
is the life story of Las C’asas, who to Iiegin with was no better as a 
landowner than the rest of the Spanish colonists ; but in the end he 
was moved by pity to change his ways. I Ic joined the Dominicans 
and for the rest of his life carried on a campaign by writing and 
preaching in support of his passionate convictirm that the Indies, 
simply because they were human beings, were entitled to be free, 
The culmination of this long contest was the Council held in 15 50 
at Valladolid to fight but the pros and cons of the argument: the 
disputation, as Schneider relates it, reduces itself to an attack on 
Las Casas by a learned doctor of law, who proves that by all the 
force of logic the Indies must first be rendered helpless and then 
by force converted, whereas Las Casas by an equal display of logic 
enforced by Gospel truth proves incontrovertibly that as men 
bom free they cannot even be forced to accept the religion of the 
conquistadores. Charles V is present in person, but as the pro- 
ceedings draw to a close he withdraws in high dudgeon, and it is 
thought that Las Casas has lost the battle. Charles goes to visit his 
mad mother Joan in the castle where she is immured ; on his return 
he sends for Las Casas to visit him in the late evening and they 
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have an all-night discussion, in which Charles agrees that Spanish 
policy has morally ruined state and nation. He shows Las Casas, 
whom he appoints Bishop of Chiapa, the new laws he has drawn 
up, in virtue of which the Indios are to be declared free. There is 
an indication that when the new laws are promulgated they will 
turn out to be impossible; for the system of slave labour is so 
firmly fixed that it cannot suddenly be overthrown, and history 
tells us that in fact Charles had to repeal them. The problem - and 
the interest - is here psychological: in the interview with Las 
Casas Charles is shown to be worn and weary. He is baffled; he 
sees that he has been unfaithful to Gospel teaching. He calls in his 
son Philip - later Philip II - who listens to the new laws and 
approves them. Charles has just been forced by the Moors to raise 
the siege of Algiers, which he had conducted in person. He is a 
beaten man, and every reader who knows Platen’s sonnet sees him 
in the not distant future laying down his multiple crowns and 
immuring himself in the cloistered peace of San Yuste. The situ- 
ation with the salient details is strikingly identical with that in 
Felix Braun’s drama Kaiser Karl der Fmfte^ which had appeared 
two years previously (see p. 5 19) ; in Schneider’s essay we have the 
humiliation of defeat because Charles has withdrawn from the walls 
of Algiers, in the drama because he has been driven from Inns- 
bruck; in the drama Charles is convinced by Luther’s Articles 
as explained by Prince Max, the future Emperor Maximilian, and 
in the essay the future King Philip II is called in to the audience 
chamber to approve of the new laws; and in both plays there 
is a visit to the mad queen mother, Juana la loca. The two works 
of course coincide because they both keep close to history. But 
Felix Braun is, by comparison, a passive narrator, while Reinhold 
Schneider is himself in the thick of the clash and conflict of then 
as of today and lashed with indignation - he is himself Las Casas 
fighting his great fight for truth, freedom, and peace. He will be 
remembered, as Las Casas is remembered, for his fight ag^st the 
tyranny of a dictator: in 1941 he was forbidden to publish any- 
thing, in 1943 he was accused of Defaitismus and m 194J of Vor- 
hereitung HocAverrat; in spite of all this his writings and poems 

were illegally printed, while his pamphlets were lithographed or 
printed and disseminated throughout Germany. He escaped to 
Switzerland, where he continued his activities. Schneider has 
written short stories which, though attractively fictiona , are is 



498 MODERN GERMAN LITERATURE 

torical in their placing and couched in the same vein. In Hisaheih 
Tarakanm (1939) the titular heroine - said to be the daughter of 
the Czarin Elisabeth - is involved in a conspiracy against Catherine 
the Great and has to choose between a great place in the world 
and renunciation. There is also a group of Novellen which centre 
round the lives of saints and in which the poignant lesson of Ent- 
sagmg is by the nature of the theme to the fore. The same fight for 
his pacifist ideals stirs in Schneider’s books of historical essays; of 
these the title of Macht smd Cnade (1949) typifies his inrooted doc- 
trine that the might of nations has its justification only by the 
grace of God. Der Priede der ll’W/ (1956) again in its skilfully chosen 
instances from centuries of history revolves round the problems 
and possibilities of peace in the present as paralleled in the past. 
The solution is, he says (quoting Kant), to free ourselves from 
the wrappings of custom, from the abuse of power, and from lies 
which are the stock-in-trade of diplomatic technique. We today 
are living in a period of grace, which is an\-thing but peace. But 
this bitiere Gnadenfristhss existed throughout history: he enumer- 
ates the instances and interprets the plans for an ‘eternal peace’ 
which have been evolved by thinkers throughout the ages. The 
term der mige Friede is said to have been first used by Kant in his 
momentous essay Zum endgen Prkden (j 795 )> actually it was 
first used by Leibniz, who quotes it from an inscription on the 
gates of a cemetery. And this is tragically true: the dead have it, 
but all life is war. Even in our bodies there is war while life lasts; 
when this war of microbe with microbe ceases we are dead and 
therefore at peace. Kepler’s cosmic harmony (WeltharmeniM) is 
false: the stars, which look so peaceful from below, are at war. 
Great men have praised war; Moltkc in particular - ‘eternal peace’, 
he says, ‘is a dream, and not even a beautiful one; war saves us 
from sinking into lethargy and being degenerate’. Peace, then, is 
'em notwendige Xlnmoglichhit’’, or, in the diction of today, ‘eine urr^u- 
gangliche UnumgSnglichkeiF . And yet: ‘der Friede ist immer da - und 
nie\ Peace u, &cause it is an incontrovertible idea, proved to be 
possible by thinkers and dreamers through the ages - Hugo 
Grotius, William Penn, Erasmus - and how many more ? Peace, 
says Kant, is a static condition; if it can be changed it was not 
peace, but the end of hostilities. The very name then and the use 
of it is a lie; if there were truth war would indeed be impossible. 
The way to end wars for ever is, then, truth; and there can be no 
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truth between nations unless there is trust and confidence between 
them. The nations, then, must give up their lust of aggrandise- 
ment; ‘Give up all your colonies’, says Jeremy Bentham, ‘and give 
up colonizing.’ The substance of the book is here and throughout 
seen to be pertinent to the problems of today. The last chapters, 
which sum up, are depressing; for Schneider shows that even 
religions have ever been at war and ever will be. The scene of his 
first novel, Die silbeme Ampel (1956) is Portugal in the fifteenth 
century; the core of it is once again the conflict of power and 
faith. Schneider has also tried his hand at drama. Der Kronprin^ 
(1948) is planned to continue the tradition of the political drama, 
but ‘jenseits des Programm und der Tenden^. The forces mov ing be- 
tween the two great wars are detached from the actual happenings 
and personified: the conflict is fought out between the hierarchic 
power of monarchy, leagued as it is by law and tradition with the 
divinely ordained world-order, and the grasping at power of the 
secularized masses. The Crown Prince is raised above the common 
herd when he turns priest and transforms the monarchy to a 
hierarchy. The protagonists can be identified at a glance : the action 
centres round the break-up of the Weimar Republic, with Hinden- 
burg as an intermediary figure; ‘the Party’ with its leader Sass 
defects from the monarchy. (It must be remembered that Schneider 
is confessedly an upholder of monarchy as the ideal system of 
government.) The epilogue is an apotheosis : ‘the Angel’ appears 
and takes the crown into his keeping; the idea is that whi(i runs 
through all Schneider’s work - the kingdom of God {das Gottes- 
reich) must supplant secularized government {das Weltrekh). The 
whole drama - it is in verse - is a paean of praise and a prophecy 
of the coming of the New Kingdom when all else has failed. Der 
grosse Ver^khf (1950) presents in dialogue form thirteenth century 
scenes which are medieval and well documented but in their in- 
ferences (as in the rest of his plays) are related to the present. The 
characters range from the hermit Petms von Murrhone, who is 
elected Pope but lays down his triple crown, to King Adolf of 
Nassau and Pope Boniface HI, who ends as a madman. Der Traum 
desEroberers (1951) mirrors the tragedy of the modem world in the 
lust of conquest of William the Conqueror. Zar AJexmder (1951) 
gives shape to the spiritual conflicts in Russia at the time of the 
mysterious death of this Czar in 1925. Die Tamkappe (1951) is, m 
intention, an expansion of the Nibelmgensage to a Christian epic 
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by way of a new interpretation. Schneider’s most exhaustive 
exposition of his politico-religious doctrine is in his panoramic 
drama mid V'rm^ishis (1952); Pope Innocent III - the 

author of De conkmptH mundi! - fights fiercely all his life to estab- 
lish his complete dominion over all the world he can reach, but has 
to face the contrary claims of the Pmperors of Germany, Otto IV 
and rrcderick II; and the course of the argument and action leads 
up to the moral victory of St, Francis of Assisi, for whom there is 
only one power - the gospel. Inevitably there is the same ethical 
bias in Schneider’s excursions in literary history: Corneilles Ethos in 
der Ara Lndtrl^s XI 9) for instance. Der Piltier ( 1 940) analyses 

Kichendorfi*’s conception of the world and existence in it, while 
Der Kaiarakt (^940) and An den lintel in der W%de (1940) deal in 
turn with Lenau and Clemens Brentano. Die Dichter vor der 
Geschichie (1944) has for double theme Holdcrlin and Novalis; Im 
Anfang liegt das Ende (1946) with Grillpar?:cr in his relation to his- 
tovj pairs with Kleisis Unde (1946). Znr Zeit der Schneide ii^mschen 
Tag wd Nacht (1940) and Ej’nwhenes Hrhe (t94B) both present 
Annette von Drostc-J iulshoff in her struggles as woman and 
poet with the closing round her of life’s relentless grip. In Der 
Skin des Magkrs tmd andere Hrxdhhmgen ( 1 949) wc have short stories 
which throw a kindly light on the lives and temperament of Jus- 
tinus Kerner, Kant, and IIcbcL As a lyric poet Schneider is best 
known as a sonneteer. Thematically his lyric work is marked by 
the impact of the war, and sometimes the compressed picture of 
horror and devastation is overpowering: Die kitten Tage (1945); 
Apokaljpse: S one tie (1946); Die nemn Turme (1946). 

The high lights of Protestant literature are the poet Rudolf 
Alexander Schroder (p. 278) and the novelists albkecht goes 
(1908- ) and Manfred Hausmann, Till 195 3, when he retired, Goes 
was a Lutheran clergyman in Wurttemberg, and during World 
War 11 he served as a chaplain on the Russian front. If popularity 
were a reliable criterion he would have to be graded well up; he 
has been much translated. He is a lyric poet of the quiet self- 
satisfied Swabian type; he is credited with aiming at being a second 
Morike, of whom he has written an excellent biography (Morike^ 
1938), but he is too normal to be in that running. His poems from 
1930 to 1950 are collected in Gedkbte (1953). As a critic of litera- 
ture he has taste and insight, as in his book of essays Die guten 
Gefdhrfen (i’942) and in his Freude am Gedkht (1951)9 an interpre- 
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tation of twelve poems. He has found an audience for his heart- 
to-heart ralks with a homilectic tendency {yon Mensch Mensch, 
1949). As a novelist he is at his best in Unruhige Nacht (1950): a 
Lutheran chaplain serving in the Ukraine in 1942 has the duty of 
comforting the last hours of a young soldier condemned to be 
shot for desertion. There are telling vignettes of the bmtal com- 
manding officer and of the first lieutenant to whom duty is duty. 
What gives the Novelle distinction is that what passes in these 
night hours epitomizes the spiritual climate of the last years of 


the war. 

MANFRED HAUSMANN (1898- ) is an existentialist on the Pro- 
testant side; he was a freethinker converted to Christianity by the 
study of Kierkegaard and Karl Barth. He began with short stories 
(Fruhlingsfeier, 1924; Die Verirrten, 1927; Begegnung, 1936); the 
Novellen of Demeter (1936) have autobiographical interest. He 
leapt into fame with his hampioon kusst Madchen und kleine Birken 
(1928), the tale of a tramp {Stromer) who, after committing a 
murder, roams the roads as a lover of lasses and landscapes. Very 
noticeable here and in the fiction that follows is the influence of 
Jens Peter Jacobsen and in particular of Knut Hamsun. There is 
a pensive mood, relieved by the ebullience of younger years as 
contrasted with Hamsun’s age-worn weariness, in the next batch 
of his tales of the open road, Salut gen Himmel (1929); by now 
Hausmann’s tramps rove the inner world of the spirit, but still 
with the open-heartedness of the earlier tales of an outer world 
of adventure. In 1929 he travelled in the United States and des- 
cribed his adventures in his travel book Kleine Uebe t(u A-merika 
(1930), and after his return a new zest in life comes to the ^ 
his novel Abel mit der MMndharmonika (193 2). 'Hie scene oiAbschied 
von der Jugend (1937) unrolls experiences during a trip round Ice- 
land; the theme is the problem of wedlock. Hausmam s rehgious 
Wandlmg is the substance of his essay Biner muss ivachen 
the second volume of his Gesammelte Schriften-, now he is at grips 
with the inner problems of existence and finds the only possible 
solution in absolute acceptance of Christianity. The shock o± con- 
version had been conveyed in the short story Der Uberfall {1947) ■ 
a glass painter has suddenly lost his mind, it is 
out thal tho attack has been spiritual: ‘«r bat m,d, 
whispers to a visitor ; to the questiori ‘Who ? the answer is 
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POST-WAR 
AUSTRIAN WRITERS 


O f the Austrian writers of our period Hofmannsthal, Rilke, 
Schnitzler, Hermann Bahr, Kafka, Franz Werfel, Wein- 
heber arc so markedly international and have had so pro- 
found an influence on (Jerman literature taken as a whole that 
they have been dealt with in their appropriate place as pioneers of 
new movements. Others have been iitted in with their fellow- 
craftsmen over the frontier; see Austrians and Viennese writers 
in the Index. The Austrians grouped in the present chapter have 
specifically Austrian qualities, but they are of course read outside 
of Austria. 

ROBERT MUSiL (1880-1942), a native of Klagcnfurt who lived 
in Vienna, ranks as the most systematic exponent of magic 
realism; in other words he is in the same category as Joyce 
and Proust. He began with a psychopathic novel, Die Verirrungen 
des Zoglings Torless (x 906), of which the central theme is the ripening 
of a boy after the onset of puberty. The Novellen of Verem§ing 
(191 1) and Drei Frauen (1924) foreshadow the coming influence of 
Freud: they explore the impact of remote atavism on the ultra- 
refined eroticism of our own day and show that morality rooted 
in custom is ever on the brink of primitive urges. He toiled for 
twenty years at his masterpiece, the waves-of-consciousness novel 
Der Mann ohne Edgenschafien (Vol i, 193 1 ; Vol. 2, 1943 ; a fragment 
of the third volume was published in Switzerland after his death). 
This magnum opus was rewritten several times; and, though it runs 
to over 2000 pages, it was still unfinished when he died suddenly 
at Zurich, where he had found asylum after the Anschluss. Though 
by his technique of DoppelbSdigkeit and his escistentielkr Widerspruch 
(&ere are two sides of everytWng and truth is only achieved when 
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these two sides are contrasted and balanced) Musil ploughs the 
same furrow as Joyce, he angrily rejected the imputation that he 
was indebted to anybody; and indeed he was far too original to 
need discipleship. He was an exact scholar in philosophy; and so 
it is not surprising that throughout his immense work we have 
psychological two-dimensional probings into the inner conscious- 
ness and the sub-conscious currents of his characters. What action 
there is takes place in the year of destiny 1 91 5-14; and it is con- 
cerned with the social contact of characters who have formed a 
committee in Vienna to prepare for the celebration there of the 
Emperor’s jubilee. The honorary secretary of the committee is 
Ulrich, an ex-cavalry officer. Ulrich has shed his qualities ; that is, 
he has cast off all the acquired prejudices which today make up the 
pattern of culture, the idea being that a man, if he is to be himself 
and not just the type convention requires, must do without quali- 
ties which represent no driving force of individuality. Having 
shed his qualities, Ulrich is in a state of existence out of time and 
space. Why should qualities which falsify the world exist ? This 
and other such problems are posed, poised, dissected, and ana- 
lysed with ruthless psychological insight into the inanity of all 
that by the laws of logic is not congenitally part of personality. 
A man who sheds his qualities, the lesson runs, is potentially in 
possession of all qualities. The world will be built up, not by 
types and patterns, but by men strong in the sense of power 
welling up from deep within them. Not man as he is, but as he 
will be is also the theme laboriously conveyed by Musil’s drama 
Die Schwarmer (1921). His comedy Vincen^ md die Fremdin hedeu- 
tender Manner (1924) has a heavy sense of humour. Nachlass 
Deb^eiten (1936) is the curious title of his essays. 

Another Viennese writer, Hermann broch (1886-1951), wrote 
one of the best essays we have on Joyce: Jamss Joyce md die Gegen- 
wart (1936), and another equally good on Hofmannsthal, whose 
works he translated into English. After some trouble with the 
police he escaped to America, where, after naturalization, he was 
appointed professor of German at Yale University. He died in 
1951 at New Haven. It is one of the curiosides of literature that 
Broch’s fame as one of the principal innovators of metaphysic^ 
(or magic) realism was established in America -- where he 
awarded the Guggenheim p^e and the ~ 

years before his work was even obtainable in Germany. His 
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novel, Die unhekmnte Crosse (1953), is conventional in plot and 
treatment; but he went over to the polyhistoric form of fiction as 
handled by Joyce, Proust, and Kafka in his trilogy Die Schlaf- 
wandler, a long drawn out chronicle which dissects middle-class 
German life from 1888 to 1918. The first volume, ?asenow oderdie 
Kotnantik lUS (1931) shows a period dominated by the military 
class. The commercial magnate in this section is taken over into 
the second volume, llsch oder die Anarchic (1931), to face his 
contrary, an anarchist book-keeper. 'I’he latter appears again in 
the third volume, Uus^mnau oder die Sachlichkeil ipoj (1932), and is 
reduced to ruin by a deserter who has turned business man and is 
successful in all his dealings. From stage to stage of the triptych 
we see the decay of values and the disintegration of religious faith. 
Joyce’s technique of inner monologue is effectively handled in 
Broch’s masterpiece, Der Tod des Vergil (1945); this prose poem - 
for it is nothing less - is one of the most brilliant of those visionary 
existential tales in which past, present, and future are one dimen- 
sion {^eitlosighit). Virgil, on the point of dying, looks back wist- 
fully on the stages of his development as man and poet, and in 
discussions with friends and the Fmperor Augustus brands his 
Aeneid as a failure because it swerves from truth and falls short of 
perfection in what is humanly and poetically vital; for in these 
last hours the world, to which the true God is about to come, is 
revealed to the poet as a mystery rich beyond speaking, ruled by 
eternal love. Only the remonstrances of the Emperor prevent him 
from destroying the poem. The three-dimensional conception of 
time is again the groundwork of Die Schnldlosen (1950). The period 
chronicled, 1918 to 1933, directly continued that of Die Schlaj- 
wandler, and ‘the guiltless’ are average types who, with one war 
and the time before it to look back to and another projected, are 
callous and passive and not conscious that their ethical indiffer- 
ence creates the atmosphere for the totalitarian State which looms 
ahead. In Der Versucher (1954), published after Broch’s death, we 
see the Nazi concepts working ruin symbolically in a mountain 
village; Hitler appears as Marius with his dwarf-like accomplice 
(Goebbels). 

HEiMiTO VON DODERER (1896- ) noay be classed as a neo-realist 
in the sense that he is fundamentally realistic, but his relationship 
to naagic realism is patchy. One may rather say that he continues 
Musil and the magic realists but that he launches out in different 
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directions. The result is that he has devised an entirely new type 
of novel and is therefore pre-eminently original. Critics in their 
interpretations of his aims and of the influences discernible in his 
work drive far apart, but they are generally agreed that in his treat- 
ment of contemporary society there is something of the wide sweep, 
the leisurely meandering and the allusive humour of Laurence 
Sterne and Jean Paul. He is commonly classed as post-baroque 
(nachbarock). In his representation of the life of one great city he 
is said to do for Vienna what James Joyce did for the Irish capital, 
but his intention is to typify European life generally (in each suc- 
ceeding novel) at a given historical phase of a few years. A native 
of Lower Austria, von Doderer passed his youth in Vienna, served 
in World War I and for four years (from 1916) was a prisoner of 
war in Siberia. Here he gravitated to literature and noted down 
the lines of his novel Das Geheimnis des 'Keichs (published 1930), 
which deals with the disintegration of the Russian government. 
His first published work was a volume of verse, Gassen md Dand- 
schaft (1923) ; this was followed by a short novel, Die Bresche (1924). 
His verse is collected in Ein Weg im Dunklen, Gedichte md epigram- 
matische Verse (1957). He attracted attention in wider circles with 
his novel Ein Mord^ den jeder hegeht (1938); despite the title this is 
not a crime novel but the story of a man who finds himself by 
seeking for the undiscovered murderer of his wife’s sister, whose 
portrait hallucinates him; this motif is recurrent in Doderer’s later 
work. In 1940 came Ein Ummg, ein Roman aus dem dsferreichiscben 
Baroak; it is the story of Graf Manuel Cuendias and Corporal Paul 
Brandter; although their stations in the social fabric are at opposite 
extremes their fates are inextricably interwoven; thus Ein Umweg 
is once again a way to Selhsterkenntnis, Called up for military service 
in 1941 von Doderer served for six years as an ojfficer in the air 
force. On his return to Vienna in 1946 he resumed work on his 
monumental novel Die Ddmonen^ which he had begun in 1931. 

Die Menschwerdmg des Amtsraies Julius Zihal^ the sub-title of Die 
erleuchteten Fens ter (1951), points to what is to be von Doderer’s 
main theme: the ripening by experience from confusion of in- 
stincts and the trammels of habit to human feeling and the accep- 
tance of whatever befalls. The fantastic humour and biting satire 
of this tale reminds one of Sir Tite Barnacle in the Circumlocution 
Office as Dickens saw it; Zihal has risen in the Office of Taxes in 
Vienna to the rank of Amtsrat and now on his retirement (in the 
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kaiserlich-koniglich period - the date is 1910) he rents a cheaper 
flat on the third story with windows which look down on to the 
flats opposite; since his new abode has been unoccupied for some 
time those who live in the flats below arc unaware that they can 
be observed from above, and the I'cry first night he sees full- 
bodied ladies preparing for bed in the nude or near it. The course 
of the story shows that he has lived as a troglodyte; his very lan- 
guage, as copious extracts show, illustrates the Dknsipragmatik of 
officialdom. But the close-wrapped folds of custom fall from him, 
and his marriage to a plump Posfohero/fi^ialin, who, being full 
woman, has remained human, gives us a novellistic, though allus- 
ively ironical, happy ending. Though Dodercr specifically rejects 
both Zeitrof»a» and historical nrsvei as illusory and therefore out- 
worn, his historical studies (he graduated in Cesrhichtswissenschaftm) 
peer out from the baroque ccrcmf)nial and depiction of custom in 
Edn Umweg; and they serve him too for the outlines of what to 
some readers will seem his most moving work. Das kts^te Aben- 
temr (1953). It is a tale of troubadours and errant knights; a 
Spanish hidalgo has heard the story of a lovely lady in whose 
forests a dreadful dragon roams at will; he sets out with page and 
retinue to slay the monster; his sword is blunted on its scaly back; 
but the lady welcomes him, if not as a dragon-slayer, at least as a 
champion who has struck off' the beast’s horns. By all the laws of 
old romance he should marry the lady and be lord of her realm; 
but he is not drawn to her, and, ripe widow as she is, she prefers 
his page, now newly dubbed a knight. He sets out once more with 
a new page, and beyond the forest comes to villages where cot- 
tages are being burnt down and bodies of defenceless villagers lie 
on the roads; he finds a marauding gang, attacks them single- 
handed and forces them to flee; but in the moment of his victory 
he sinks from his horse and is stretched out dead, he too a victim 
of war as we know it today. The tale is dreamful and symbolic; 
the meaning lies embedded in what passes in the knight’s mind. 
The dragon is Fate, and we are powerless to fight it; evil whelms 
us. We find the interpretation of this little story - and of much 
else in Doderer’s work - in the Autobhgraphisehes Nachwort which 
is appended; the aufhor, quoting the saying of Mephistopheles: 
Wer lange lebt, bat ml erfahren, agrees but stresses that lang$ refers 
not to the chronicle of years but to the intensity of experiences; 
diose whose experiences lay between 1871 and 1914 lived a short 
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life, for there was no break in the continuity of their experience; 
‘those of my own generation’, he continues, have lived long in- 
deed, for they have lived through two wars, have seen the swamp 
of illusions dry up and the treasure of disillusions grow and grow. 
So too the knight errant of The Lasf Adventure felt his illusions fall 
away from him, but disillusion enriched him and ripened him to 
face the onslaughts of Fate. These great motifs of Doderer, Des- 
illusion^ Selbsterkenntnis^ Menschwerdung^ must be accepted as the 
staple of his work. He insists that he has no lesson to teach; psy- 
chology and the Freudian doctrine he rejects outright; he gives 
life as it is. Even the dreams and visions with which his work 
abounds, the sense of the identity of Diesseits and Jenseits, the unity 
of time, the dichotomy which he shares with Dostoieffsky, the 
biological fact that every being is double and that his ripening by 
experience is the stage to a new reality, his sense of the latency of 
goodness (Latent^) in all of us - all this is, so runs the argument, 
life as it is, and the field of the novelist. 

Die erleuchteten Fenster points forward to Die Strudelhojstiege oder 
Mel^er und die Tiefe der Jahre (1951) in so far as several of the char- 
acters appear in both novels ; thus Zihal’s story is fitted into the 
second novel and continued, with that of his wife. The period is 
roughly 1923-1925, but there are throw-backs to 1910-1911 ; that 
is, two levels of time are interwoven {Doppelbddigkeif), Thus the 
chronicle minutely records the mentality and atmosphere of Vienna 
between the two wars, but also, in nostalgic retrospect, there are 
glimpses of the kaiserlich-koniglich days as they draw to their 
disastrous close. We thus see the characters at two stages of their 
lives. The idea is that the author has collected his information 
from the novelist Kajetan von Schlaggenberg, from Sektionsrat 
Geyrenhoff, who chronicles all that happens, and from Major 
Melzer, the central figure of the story. The build-up and style of 
Die Strudelhofstiege and of Die Ddmonen are so closely related that 
both books must be taken as one; characters are introduced in 
Die Strudelhojstiege and their lives related in the period chosen, but 
the narration is taken up again in Die Ddmonen and continued to 
its close. Die Strudelhofstiege is indeed described by Doderer as an 
ascending approach l^mpe (an architectural term), and as a prelude 
(Auftakty a musical term), or overture (see below), to Die DdmoneUy 
which up to the present is the culmination of what was from the 
first planned as a monumental cycle of novels. The Strudelhofstiege 
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is a flight of steps which links two streets, as in the story all is 
linked: present, past, and future and social grades of society; here 
and hereabouts the decisive events of the novel take place. As to 
the verbal style, a great feature {tiachbarock) is Doderer’s mastery 
of incapsulated sentences {Schaltsdt(e), which remain clear how- 
ever long they may be. This in musical terminology is contra- 
puntal; indeed the whole structure is admittedly musical, built up 
as it is of four phases or movements, actually headed Teile, and the 
contrapuntal complexity of the style - wheels within wheels - pairs 
with the concept that the experiences, like the roads and alleys, 
wind and intersect but move finally to this controlling centre of 
the rising flight of steps. And this fitting of the structure to cham- 
ber music confirms Doderer’s insistence that Die Strudelhofstiege 
and Die Damomn are not intended by him to be a unity; for by 
comparison Die Ddmonen has the construction of an opera on a 
great scale with overture and finale {Das Feuer). Very marked is 
the Austrian flavour of the vocabulary, and the apt use of raq 
dialect; this makes the picture of Vienna, with its description of 
hotels, cafes and eating-places and of its maze of streets (which 
matches the maze of the construction) and of localities central and 
suburban, delightful, though for full comprehension it entails 
reading with a map of the city by one’s elbow. Another feature of 
Doderer’s style is his allusive playing with the apparent and the 
latent meaning of words (La/e/n{): hlingerissenheit and Gerissenheit; 
Ver-Zweiflmg; Pro-mfiade; ‘1st nicht Zufall, das was einem Menscbm 
sQi-jdlltF ; ‘Liebe ist kein Bedingnis, sondern ein Bedingtes.’ In Doderer’s 
type of novel there is another radical departure from traditional 
build-up. In a novel we have ‘characters’; ‘a man of character’ 
succeeds because he is such; a man of weak character fails because 
that is what he is. But does a successful man owe his success to his 
c h aracter? There is no such thing as character in the accepted 
sense, Doderer seems to argue; some men get what they want or 
seek, but that is a matter of chance or situation ; given the situation 
the event follows. It is not ‘character’ that matters in the shaping 
of life: character does not shape life and life does not shape char- 
acter. On the contrary the course of events is shaped by ol rpmoi, 
or, more simply stated, turning points ; all that happens hsitmtim- 
gemdss. There are of course wide differences in persons; and it is 
the province of the novelist to pierce to the very essence of these 
differences, to the temperamental springs of impulse and therefore 
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of ‘action’ - and ‘action’ itself is not governed by force of will but 
by temperamental instincts and urges, which are at the mercy of 
chance. For our ‘hero’, therefore, let us take a man with no char- 
acter at all in the stereot5rped novelist’s (or historian’s) sense: a 
man without qualities, der Mam ohne Eigenschaften, which is the 
very title of Musil’s great novel, and this Doderer’s cycle is perhaps 
intended to outstrip, if only because it is closer down to brute 
reality. The titular hero of Die Strudelhofstiege, Melzer - typically, 
his Christian name is not given - illustrates the argument. He is 
introduced as a lieutenant in the Austrian army, and in the final 
stages he is a retired major and a dvil servant {Amtsraf). It is 
repeatedly stressed that he is considered to be a fool; this does 
not make him less fit to be the hero of a novel, for he is the 
perfect type of the majority of men, the type of man who, though 
opportunities are within his grasp, ‘never gets there’ ; or, he always 
misses the bus. He is throughout an outsider on the rim of the 
happenings ; he is sucked into the whirl, but not engulfed. That 
is, he is aware of the social cynicism whidi is the prerogative of 
the clever ones, but he remains decent; one may, therefore, if one 
is simple (or silly) enough, remain good, uncontamitiated. Even 
as an Amtsrat, a minor official in the Tabakregie, he has, to begin 
with, no ‘civil intelligence’ (Zivilverstand) ; he is incapable of think- 
ing, and it is only by learning to link the present with the past 
that he learns to think at all, or, as the sub-title indicates, to probe 
‘the depth of the years’. Surprisingly he marries a girl who to his 
knowledge has been the mistress of a former cavalry officer, a 
friend of his, the Rittmeister (facetiously: Zerriittmeister) von 
Eulenfeld, who always gets there with women, because ‘he is the 
major’. The ending is thus on the face of it happy; but judged by 
the course of other marriages in the book this seems to be ironical. 
More interesting than Melzer is Ren6 Stangeler; clearly he is a 
contrast figure; where Melzer fails to act Rend acts instantly and 
sitmtionsgemdss-, and therefore (diroughout the cycle) women yield 
to him in animal fashion. Rene has intelligence and scholarship; 
he is, likp. Doderer, a history graduate and he has written a book 
on Memoiren im Mittelalter. He has qualities of a sort, but they have 
no importance; he remains vacuous. Rend is just the centre of a 
revolving crowd of more or less clearly defined characters. We see 
these characters clearly, with their physical traits and their ways of 
dressing and even the perfumes they diffuse - thus Rend has scbrd^ 
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Augen, is always ohne Hosentrdger, and attracts his women with his 
scent of lavender. But the core of people’s characters is not to be 
gathered from their ‘attitudes’, but from the of these (i.e 

what lies beneath their appearance or outward Haltm^. The novel- 
listic interest (in the accepted sense) centres in the female charac- 
ters; in particular in Rene Stangeler’s two sisters. A great part of 
the novel is taken up with revealing with great psychological 
detail how, why, and in what state of mind girls and mai-rjed 
women of the higher classes give way to men. The result arrived 
at is that ‘romance’ as novelists depict it is - fiction ; what decides is 
blood pressure, not ‘love’. And the results do not imply continu- 
ance of the relationship; illegitimate children belong to nature’s 
way. Thus girls who have given way have not been ‘seduced’; 
what happened had to happen - at the given moment (p. 229, 235). 
The one really decent girl is Paula Schachl, in 1911 a shorthand- 
typist, seventeen years old when we first meet her. Stangeler 
accosts her in a street, and she responds with casual friendliness; 
they meet in ca66s, they walk through the streets together, but the 
situation for the loss of the girl’s virginity does not accrue. She 
fades out of the picture for a good stretch, and when she returns 
she is happily married to a working man; she and her husband do 
come into contact with the roystering ruck, but she remains 
bourgeoise and decent. She is an effective Kontrastfigur, but one 
feels that a walk in the woods with her boy might^ have ended 
sitmtionsgemdss. The conclusion is that, morally considered, pre- 
servation lies not in a good upbringing or religious rectitude but 
in a chanceful escape from the situation. In other words there is 
no virtue in being virtuous, but just luck. 

In 1956 appeared Doderer’s magnum opus, at which he had been 
working for twenty-five years, Die Damonen. It runs to 1 343 pages. 
The title is admittedly borrowed from Dostoieffsky’s Die Damonen, 
of which the English title is The Devi/s or The Possessed. Thematic- 
ally The Possessed is more close to the texture and intent of Doderer’s 
novel; the leading motif is that we all tend to be obsessed by 
illusions which may go so far as madness but as a rule are a milder 
form of ‘craze’, ‘fixation’ may be or ‘complex’, or as the French 
say lubie. We are possessed of devils that cannot be driven into the 
Gadar^e swine. Driven down to their root causes they are likely 
to derive from sexual urges. The nearest approach to demonology 
proper is the dubious idea of that medievalist Ren€ Stangeler that 
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witches in the Middle Ages were not burnt for witchcraft, but 
because somt grand seigneur or other was a sadist and fed his senses 
on the sight of torture; in the fifteenth century manuscript he 
discovers and makes his reputation by interpreting the feudal 
chatelain abducts two buxom and ultra-respectable middle-class 
women and deals with them as witches, feeding his eyes on their 
disrobing and whipping, because they obstinately reject his claim 
to seigneurial rights. Perversely enough they admit to their beds 
the two pages who keep guard on them by sleeping on their 
thresholds in the castle, and this satisfies the witch-hunter - he 
was possessed by the craving to prove that they were not virtuous, 
and, having found his pages in their beds, he releases them. The 
historical veracity of all this is obviously spurious ; it serves merely 
as proof of the doctrine that we are pathologically possessed. And 
in this way, we must understand, a Weltanschauung logical on the 
face of it may degenerate by its very intensity of conviction into 
a morbid obsession; for it may take hold of one’s original nature 
and transform it. These obsessions confront us as contraries, as 
in religion or politics ; e.g. Klasse oder Kasse, Thus there is the con- 
trast of the muscular sport-loving and studious girls of today 
{'Denaturierte"), who are dismissed by Schlaggenberg as vampyres 
because their only aim is to marry and be kept, with the ripe, ex- 
perienced widows or wives whose natural function it is to mother 
young bloods who are thus saved the burden of marriage; he 
writes a chronique scandaleuse, which he hands over to von Geyren- 
hoff for his chronicle, on these Dicke Damen, for short D.D’s. 
Rene von Stangeler adds to his luhie of lounging ohne Hosentrdger 
the determined conviction that young men of the learned classes 
- in particular university hopefuls - should be excused marriage, 
but that they should be admitted to marital rights while post- 
poning marriage or even, as he does, refusing it; professional 
scholars, he urges, should not be hampered by household obliga- 
tions, And so in both novels of the cycle Rene is received as the 
unmarried husband of Grete Siebenschein; he works at his re- 
search in her room, and when her parents go out for the evening 
she is his. . . . 

The period of Die Ddmonen runs from the spring of 1926 to the 
burning down by incendiaries of the Justi^palast on the ^5^h of 
July, 1927; a conflagration which is symbolical of what is corning 
to all Europe and in Austria foreshadows the years after 1933 with 
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the .■Ulschluss. Menna is once more intimately depicted. But, since 
the actual life of the period is the matter of the novel, the garden 
suburbs and health resorts in the wooded highlands come into the 
picture. The ideas which go to the making of the Strudelhofstiege^ 
being permanent truths in the illumination of the social structure, 
are taken over; here one only needs to add several moral or meta- 
physical concepts which arc stressed. Of these the unity of time 
gathers force by the continuous references to das Diesseits as iden- 
tical with das Jetiseiis and vice versa; this doctrine blends with the 
lesson to which the action converges that every human being is 
double (dichotomy) and tliat if there is transformation (in the old 
sense of W'andluns) by experience it is because there is a ripening 
to a new reality. The manifestations of an individual’s craze may 
run through the wdiolc w'arp and woof of his life; and thus indi- 
viduals can be classified and ticketed just like butterflies; but if 
experience serves its moral purpose then this outer casing of illu- 
sion may scale off and the inner man be revealed; what was within 
(das Innere, the inner man) is then without and in the light of day. 
The most striking instance of this finding of a new self (Mensch- 
werdun^ is the working man Leonhard Kakabsa; he is determined 
to remain a working man in his outlook and predilections, but he 
attains culture by studying Latin and Roman history and by social 
contacts, and in the end is appointed librarian to a nobleman and 
marries the Mary K. who is one of the few attractive characters of 
Die Strudelh&Jstkge-, she has lost a leg by being run over in the 
street, but she fights her disability, gets accustomed to the wooden 
leg, and there is a ‘happy ending’ when she marries Leonhard 
Kakabsa, though she is a widow with two children, a Gymnasiast 
and a somewhat younger girl who has an eye on Leonhard herself. 
This is a problematic ending; but so too is the ingeniously con- 
trived crowding of happy endings, almost in Dickensian fashion, 
to close the novel; the Strudelhofstiege has ended with a problematic 
marriage which disposed of Melzer; in the second novel there are 
engagements, as the Justizpalast bums, followed by marriages all 
round; even Rene Stangeler, now by a miracle of chance (sitmHons- 
gemass) fixed up in a remunerative post, marries his ewige Braut. To 
the reader who has familiarized himself with the mental make-up 
and’ the way of life of these people this glaringly novellistic con- 
trivance is obviously part of the all-embracing satire. But there are 
characters who could not be so happily disposed of: in the plan of 
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the novel the highest classes come into contact with the lowest 
strata of society, and indeed some of the most readable chapters 
(perhaps because they come close to ‘what the public wants’) are 
those which lay bare the lives of prostitutes who by reason of their 
haunts and calling come into contact with a murderer, the ‘King of 
the Underworld’. Common to both novels is the financier Levielle, 
whose manipulations wind through the woof of the story and keep 
the reader’s mind alert for the coming revelations; but these reve- 
lations - since money is recovered - conduce to the happy endings, 
and perhaps for this reason this wretch and rogue is permitted to 
‘retire’ to Paris. The sum total of Die Ddmonen would seem to be 
negative; the characters are one by one dissected, there is no con- 
demnation of their mode of life - not even, in set terms, of the 
financial rogues ; the reader condemns them or acknowledges that, 
constituted as they are, they cannot act otherwise. Certain people 
(aristocrats in particular) are congenitally empty-headed, we are 
told, and whatever experience they may have leaves them so. They 
may be attractive; they may, by luck or guile, be successful. Even 
Rene Stangeler is one of these people; he remains (for all his 
studies) unripened; there is no Menschwerdmg^ because there is no 
Mensch, All the same the total sense is positive. There is a cry for 
egalitarianism; this, however, means not Gemeinschaft h\xt Gemein- 
heit^ which can only be a passing phase; what lasts and shapes the 
world is that which is incommunicable, the sterling qualities of 
the gifted individual who has no ‘demon’. Nothing in the whole 
cycle of novels is exaggerated or glaring. All is finely toned; but 
over all the epic panorama there is a mood of strangeness as if 
everything were seen through erkuchtete Tenster, The intention is 
that the reader should be aloof (distant^iert)y feelings of sympathy 
or affection for the characters would be out of place ; the reader 
observes — and comprehends. This is life — anywhere. , . . 

Of MARTINA wiED (1882- ), a Viennese born and bred, we can 
say that, though the main lines of her work are traditional in form 
and to some extent even sensational in theme, her technique is in 
intention existential. She prefaces one of her novels with Kierke- 
gaard’s Geistersv(ene motto; and she prides herself that her first 
novel. Das Asyl ^tn ohdachlosen Geisty was the first in the existential 
mood and manner, for it was written in 1925-26, long before 
Sartre, and appeared serially in the Wiener Zeitung (in book form 
1950 as Kellingrath). Her lyric poetry is collected in selected form 
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in Hrikkfri ins Skhikm' (i 95 2)- Two her novels have a particular 
interest for this country- Dm liiiihn: and Dns Kraheimest, and this 
is due to the fact that durin_it the war she was an exile, teaching in 
schools, in Scotland and Mnjfland. Dm i iinljnrn begun 1940 

in lidinburgh and finished in Cliasgow, is in the form of a diary, 
written hy Sir James C Jraham, the ‘unicorn’ of the story, one of 
the famous painters of the day; nominally he is held back in 
Florence by a commission to paint the Duke of Albany, the Bonnie 
Prince (iharlic of days long past, now a besotted drunkard. But 
the pivot of the action is the plot of certain Jacobites to have Sir 
James adopted as the son atid lieir of this last scion of the Stuarts; 
the plot was that he should land on the Scottish coast and march 
on Edinburgh. But Sir James i.s killed in a duel. Actually the 
interest centres to a great extent on the contrast of the rigid Scots 
nobleman, faithful t(» his sliadow of a king, with the dramatist 
Alfieri, the lover ot the wife of (iharics lidward, as he is in 1777 
and as he will be at the height of his powers; here we have the 
existential doctrine that ‘what 1 shall be, I am’. The contrary pic- 
ture is that of Charles Edward as a compound f>f sot in the present 
and of glamorous and dashing adventurer in the still unforgotten 
past; in the case of both we have the proof hy contrast, by way of 
exemplifying the cardinal doctrine of the new technique, that time 
is permanent in change. In Das Krahemiest (195 1), finished in 1948 
in Llandudno, the technique of magic realism is uncompromis- 
ing. There is contrast of conscious and unconscious will; the 
happenings are on different levels {IksfMsse auf verschkdsm 
Ehenen); and regularly in the course of a dialogue the thoughts of 
a speaker are interpolated at length. {Sai’cn tmdMemn) The story is 
that of unedifying happenings at a co-cducational English second- 
ary school with a very un-English assortment of teachers. Die 
Geschkhte des reichen Jm^Ungs (1952) is another experimental novel, 
and as such daringly extreme in mood and method. In the first 
place there is an obvious allusion to the story of the rich man’s 
son in the Bible, for Adam Leontjew, the hero, is the son of a rich 
factory owner in the Polish town in Dyrano, who is willing to cast 
aw'ay the privileges of his class to follow some leader or other and 
drifts away to Communism. He comes into contact with a Russian 
agent of Moscow, Iwanow, who has beai a university'teacher in 
Vienna, an intellectual who brilliantly esqjounds the new faitih. But 
this Communism is just one of the multiple states of mind [§eehn- 
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^ustande) which form the substance of the novel; actually it is 
induced, not so much by revulsion from wealth and luxurious 
living, as by Adam’s own erotic experiences and those of his 
friends. In this sphere of conduct the prominent feature is that 
pre-marital experience is the rule; and it is relieved by the dictum 
that all experience, good or evil, is formative of character; what 
matters to a lover at a given moment, therefore, is what the lady 
not what she '^has been, and that indeed after sensual stages the 
new real love creates a new virginity. The inexorably drawn out 
tale, chronologically dated after World War I, ostensibly holds 
out a mirror to the state of Europe, but in the prologue - really 
an epilogue - there is a cinematographical dissolving picture of 
what the hero and all about him are in the chaos after World 
War II. In DerEhering (1954) one of the characters of Die Geschichte 
des reichen JungUngs relates his love-experiences; the wedding ring 
of the title symbolizes the sanctity of marriage. - 

IMMA VON BODMERSHOF (1895- ) pairs with Martina Wied as an 
exponent of the new technique, but she is more dreamful; she 
evokes rather than demonstrates. In her novel Das verlorene Meer 
(1952), a revised version of Die Stadt in Flandern (1939), magic 
realism is fitted to Bergson’s philosophy as exemplified, above all, 
in Proust’s A la recherche du temps perdu. In this evocative medley of 
myth and legend the ancient story of Flanders comes to life in the 
consciousness of the historical research worker Cornelius, who, 
between the two Great Wars, goes to Bruges to ransack the city 
archives. The urban picture throughout the tale is, as it is now, 
dominated by the Belfry, from which, above, the distant sea can 
be glimpsed. There is something of Georges Rodenbach’s Bruges 
la morte in the atmosphere of the story, but the central idea is that 
of the city as a symbol, not only of the decay here below of all 
life, but also of eternal revival in religious faith. The legends and 
episodes of the past alternate with the happenings of today; for 
the past is the present; events wind onwards through the ages as 
the spiral staircase of the Belfry tower winds upwards to the out- 
look from its platform near the clouds. Das verlorene Meer is 
closely fashioned on what has been called the spiral principle 
{das Spiralenprim(ip) as it occurs in the contemporary novel; that 
is, phases of time and consciousness interlock and enlace as they 
wind upwards to a sweeping and comprehensive vision of what 
has been related and implied. The deeper meaning of this identi- 
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licatiun ot'past and prcst-m is that nn( tmly do \vc today live the 
past history of <iur land, Init that \vc expiate wrongs done by 
our forefathers; thus the destruction «)f h’pres in World War I - 
itself hy now a myth in our ineinor\- - is the punishment after 
centuries of deeds dffiic hy XX'illiani rtf h’pres in the Middle Ages. 
All destruction and liavoc, then, and victories and defeats, are 
links in an ever running chain; not the will of the living but the 
guilt of the dead brings ruin. Deeper still is the symbol that Cor- 
nelius hini.self and he in turn is a syniht.)! of Man - is the dying 
town; anti .so, when illness threatens his life, he aw'akens to the 
ctmscitiusness that just as the sea has receded from the old city, 
just as the canals have siltetl up. st», as age overtakes us, our veins 
silt and harden; hut, like the Belfry hells, the heart swings its call 
to ccniragc and will he the last within us that will die; and as we 
rise to the utmost heights of faith, 'th<»ugh inland far we be’, we 
see, as from the liclfry tower, the mighty waters of ‘the lost sea’ 
rolling on the shore. Dir Rawr r/e.r Vrhtm IKoi/hmr (1950) is also 
ranged with the novels <»f magic realism; hut this classification is 
illusory - actually the realism throughout is drastically real and 
the magic of .symbol is accidcntalh tacket! on. The groundwork 
of the tale is bucolic in the Virgilian sense, and farming life as 
described is based on the practical experience of the author, who, 
though she is the daughter of the famous prtjfessor of philosophy 
Clhristian Freiherr von Hhrenfels and was, in days gone by, a friend 
of Rilke and of Stefan George’s Circle, has for over thirty years 
managed her own estate in Lower Austria. What sunders Die Kosse 
des Urban Koithmr from the peasant novel proper is the deeper 
meaning read into the common ct>urse of peasant life, and the 
presentation of life in farm, forest and village in a lonely district 
of Niederostreich as the myth of a province. But what holds and 
moves the reader is the unfolding of inevitable tragedy in the 
hypertrophy of will power and elemental passion in a man who 
stands out among the ruck of Ws peasant associates as an inno- 
vator who by sheer determination sweeps all before him till he is 
himself swept by a superior force - the logic of events or the law 
of retribution - into the abyss. Urban is a plain man of the people 
and a man of today; but the consequences ate the same for him 
and those who depend on him as in a fate-tragedy, and the ethical 
effect is indeed that of remote Greek tragedy. Moreover, while the 
hero of Greek tragedy is beaten down by something impersonal 
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- ‘fate’ in the non-human sense - Urban is ruthlessly ruined by the 
devilish wickedness of his fellow-men; he makes a pact with a 
devil - the innkeeper who lends him the money to buy horses to 
start his business of transporting timber down the mountain-side 
but not with the Devil; he does indeed, in a moment of desper- 
ation, invoke any power above him, good or evil, either the Devil 
or the other power, and then all goes well for a time; but this is 
more by way of a fanciful addition of extraneous roagic, motived 
by the memory of pacts with the Devil in local legend, than a set 
pact with this legendary Devil. Urban, as a man, has all the sterling 
qualities which should bring success; he is not brought to ruin by 
love of woman - patient, gentle Barbara, who has been disinherited 
for her love of him, bears his children on their lonely farm far 
from doctors and midwives, but his steady love for her is a saving 
factor; his fate is that deep down in his nature is a passionate love 
of horses; and this is vividly and consistently woven into the tale 
as the motive force of his grim tragedy. If there is indeed magic 
realism in the novel it is in the way these horses, in body and 
pulsing vigour as magnificent as he who drives them through the 
snow of hard winters, fill the landscape as the very heart of the 
action. Smuggled across the frontier by gipsies, they are bought 
and sold by Urban till he is arrested; technically innocent, for he 
has not crossed the frontier, he is guilty of cheating the revenue 
of entry dues, and is condemned to pay a large sum, which means 
that he must earn the money by this perilous transport work while 
his wife works herself to death on their farm. Barbara, too, is the 
victim of fate; she dies, in his absence, bearing their third child; 
he goes out then with his team of horses and drives over the ledge 
of the mountain into the abyss. His body is found; but in die 
forest above the villages the story persists that a turf-cutter on 
the mountain-top has seen him borne along at flying speed by his 
team of raven-black steeds, with his wife behind him - into the 
mystery of what lies behind this life of toil and trouble. The four 
short stories of So lange es Tag ist (1953), though each diSers 
glaringly in tone and tenor, explore the same philosophic concept 
that all we do, however simple it may seem, wells up from the 
deep sources of being within us; our actions are inevitable, for 
they are our fate. In the centre tale. Milch at^ Gestein, Sicily in its 
burning beauty and with its primitive peasants and their mode of 
life is described by one who knows the country ftom coast to 
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coast. A Gcrntan autht>r steeped in classical lore meets, as he 
climbs a mountain-side, a girl coining down with a pitcher poised 
on her head water for her cottage from a distant well-, and as 
.she p.ace.s spinning with iioih hands from a spindle; this is anripti t 
Greece with amphora ami the slender grace of perfect female form. 
Day by day he meets her at the .same spot ; she is married to a man 
who is nothing to her. She bears her lover from another world a 
h<»y; and when, some years later, he returns mother and child are 
lost to his ijuest. In the dosing Xovcile, a chronicle of two gener- 
ations, there is double illegitimacy, of mf>lhcr and daughter; ‘they 
had only quite simply done what came in their way to do’ - yield- 
ing to a lad on a summer night, doing nature’s will, and dying 
worn and wasted b\ work without end. .Sicily, ‘the island under 
the eight winds', is again the scene of Xkl>ctt I land voU Xal\ (1958), 
and there is again the contrast, in tiic character of a German who 
inherits a Sicilian farm, with the natives who arc as hardened as 
the volcanic r«Kks that frame their soil. 

Since 1920 there ha.s heen a striking revival of Roman Cathol- 
icism in Austria as a literary ferment, and it has gained momentum 
since the end of the Second World Vi'ar. 'I'he most notable of the 
converts whose ardour of faith is the inspiration and almost the 
sum and substance of their new work is mu.ix braiin (1885- ), 
a Jew by race and in days gone by a dose friend of the galaxy of 
writers, mostly free-thinking, who made the Austrian literature of 
their period world-famttus • Rilke, I lofmannsthal, Stefan Zweig, 
Schnitzicr, and the rest. I'rom 1928 to 1957 he was Prmtdo!(eniixi 
German literature at the University of Palermo and then at the 
University of Padua until, in 1959, he emigrated to England, 
where he lectured on art at evening Institutes. He distinguished 
himself by lyric verse in the taste of the day: Cttdchie (1909), Das 
nem Lehen (191}), Das Uaar dtr lierenike Das imere Leben 

(1925). Viola d'Amere (195}) is the final selection of his verse. He 
is a determined traditionalist; his modernity lies rather in his sen- 
sitive linking of symbol, as, for instance, in Dir Fremde in kntgeri- 
schir Stadt, in which the desperate pain of war-time in an exile’s 
hwt is conveyed by glimpses of harbour lights and the victorious 
tricolour fluttering in the wind that carries the newsvendor’s 
raucous cry, but with, in the distance, the glimmer of the light- 
house (ifer Fmtscbamr), the spark of love burning like the star, fet 
in the firmament over the roof yonder. Here, as in all that Felix 
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writes, the lesson is that by divine ordinance love must unite those 
•who are sundered by hate. There is a vast variety of theme, stretch- 
ing from the familiar tales of the Old Testament and Greek myths, 
vignettes of Italy and poignantly personal notations to odes, most 
of which are in the grand manner. There is the same predominance 
of Biblical and Greek themes in the dramas, which in form are, 
like his verse, obstinately traditional; Felix is indeed, together with 
his friend Max Mell, the last German dramatist to remain faithful 
to the verse drama. Greek in theme are Tantalos (1917), Aktaion 
(1921) and Der Tod des Aischylos (1946); Biblical are 'Esther (1925) 
and Die Tochter des Jairus (1950), while Ein indisches Mdrcbenspiel 
(1934) handles, in rhymed verse of varying length, an Indian fable. 
Kaiser Karl der Eiinfte (1936) is a study of monarchical totalitarian- 
ism. Through the drama runs Karl’s famous boast, effectively 
varied, that the sun never set on his dominions; and indeed as 
German Emperor, as the ruler of the Netherlands, Naples, Hun- 
gary, Spain with her great colonies in America, and as titular king 
of Jerusalem, he was speaking truth. But the leading idea is that 
as Holy Roman Emperor he had the divine right to rule the world; 
‘JV»r eine Some leuchtet msrer Welf, he declares. He is of course 


merely voicing the proud device: A.E.I.O.U. (Aiistriae est itaperare 
orbi universd). This doctrine runs parallel with Karl s conviction 
that in religion too only one sun can shine, and that, therefore. 
Papal rule of the world must be God’s plan. (There is the same 
reasoning, in the same terms, in the drama Irina md der Zar - 1948 
and 1956 — , a study of Russian totalitariamsm.) But to a non- 
Catholic the action of the play proves the contrary; Karl admits, 
when Luther’s articles are read to him, that there is substance in 
them, and there is also the slow disillusionment following defeat 
by the Protestants that leads to the Emperor’s retirement to the 
monastery of San Yuste as we know it from Platen’s famous po^. 
But the lesson intended by the dramatist is that Charles Qimt 
failed tragically because he did not realize that not power, but 
love of one’s fellow men, is the decree of God. One’s ^t ur^ 
in turning to Beatrice Cenci is to compare it wt , ^ 

The Cenci. Both poets keep to the main lines of the st^; the mam 
difference is that whereas Shelley condones nothing m^s 
of sixteenth century beastliness in Italy and bmgs out the yen^ty 
of the Papal Curia, Felix Braun tends to tone down his 
psychologically convincing though it is, and to make his detme- 
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t/mti conform to the rcligiVtus tenet that runs through his other 
dramas: hi Lkhen. Vjmni (ienci’s ravings in Act IV of 

Shelley’s play have a Frciuiian modernity which is alien to Felix 
Braun’s guiding ofthc actirm to Beatrice's Cftnfession, as she goes 
to executiftn, that she merits death Because she has not loved her 
father, even after he hati rajx-il her. Kmh/fdir (1953) breaks 
new ground: decasyllabic iambic is thrown to the winds and there 
is effective use of liliotic free rhythms. Here mf»rc than anywhere 
chsc “ lor we have helix’s earlier dramas to serve for comparison - 
we have proof positive th.iit verse nujuldcd to the dramatic mood 
of the speaker at a given moment anti to the rise and fall of feeling 
rings more true because the stress falls on the vital word and that 
this can he marked hy its place in the line. Rudolf dcr Stifter is 
that Archduke of Austria who, between 1358 and 1365, intrigued 
and fought to en.sure that the 1 iabshurgs .should by right of birth 
be the Holy Roman h.mperor in i'eli.x .\ustria’. fie dies at twenty- 
five, a beaten man; but he is the ‘founder’ of Austrian greatness 
to be because he has ft»reseen and planned it, and therefore it is 
fitting that in his last moments he should declaim an inspired pro- 
phetic vision of Austria through tlte ages, upwards to its apogee 
when the sun never sets on the tlominions of Charles V and then 
its gradual decline till Vienna is lait! waste by bombs and his 
cathedral of St. Stephen, as we see in an interpretative prose Vor- 
spielf lies in rubble and ashes. The dramatic conflict is double: 
between Rudolf and the Luxemburg limperor in Prague, Albrecht 
II, and between Rudolf and his falct>n-eycd wife Katharina, Al- 
bredit’s daughter, who fights for her father, not so much because 
dynastically she is in the opposite camp, hut hecau.se the marriage 
is nominal and she is childless, while Rudolf has peasant girls 
brought to his bed. The ending is fanciful but impressive: in the 
palace of the Visconti in Milan, where Katharina finds Rudolf in 
the toils of the fiercely passionate daughter of the house, he con- 
fesses to and is absolved by a poet crowned already by the aureole 
of immortality - Petrarch, a priest ordained but living a worldly 
life, who confesses to his penitent that his own sin - to have 
desired, not loved - has been as futile as Rudolf’s lust for power. 
Novellen and legends are gathered together in Latema ma§ca 
(1932); ini the revised edition of 1937, which is fitted into the 
series of the Ausgwahlte Werke^ there are omissions of tales which 
could ill be spared. These Novellen are, whether for better or 
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worse, distinctive, both for their softly gliding style which elimin- 
ates all rough notes, and for the Neo-Catholic reshaping of the 
myths and legends ; certainly Atfila^ another ambitious attempt to 
epicize in prose the Nibelungensage^ sacrifices all the dramatic vigour 
of the Heldenlieder as we know them in its remoulding as a myth. 
Attila is the son of a spirit demon and is himself a spirit with no 
flesh and blood, as are all the Huns he summons from the kingdom 
of the dead. And yet he marries Kriemhild and has a child! There 
may be some allusion to the ravaging hosts of today, especially 
since Attila is vanquished only, when at the end of the long-drawn- 
out slaughter of the Nibelungs, Dietrich von Bern holds before 
his eyes an iron cross and by relating the life of Christ teaches the 
heathen a word new to him: sacrifice. A much higher level is 
reached by those stories which, like Die vergessene Mutter (in its 
way a masterpiece), touch the heart by their simple pathos. Of the 
novels, Die Taten des Herakles (1921) swathes the myth of Hercules 
in a blanket of Christian mysticism; the deeds of the Greek demi- 
god are ingeniously fitted to the formative experiences of a young 
Roman patrician, who in Greece meets St. Luke and his disciples, 
is converted, and perishes in his fight with a Numidian lion in 
Nero’s circus. Austrian through and through is Agnes Altkirchner 
(1927; new edition 1957 as Herhst des Keiches)y which unrolls the 
ruin of Austria between the years 1913 and 1919. The conviction 
that this national ruin, which threatens from without and within, 
can be remedied only by religion is obviously the driving force of 
Felix Braun’s work of recent years. Der Stachel in der Seele{i^^ o) is an 
endlessly winding interpretation of Catholic doctrine, a Dantes que 
vision of a Purgatory here below. The inspiration of the dream- 
like prose of Brief e in das Jenseits (195^) is that we all have com- 
munings with our dead loved ones; here the communings are 
shaped in epistolary form, which allows commemorative record- 
ings, and has thus autobiographical interest. There had been an 
autobiographical fundament in Der Schatten des Todes (1910); there 
is at least the first part of the poet’s autobiography, the story of 
his youth, in Das Licit der Welt (1949). The title is revealing: the 
dark night of the soul is dispersed by the Saviour, the Light of 
the World. We have the obsession of this image once again in Die 
dunkle Nacht der Seek (1952), possibly the loveUest translation m 
any language of the mystical lyrics of St. John of the Cpss, which 
centuries before had inspired the Trut:(^ Nachtigall of Friedrich von 
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Spec. As a critic and essayist Felix Braun is represented by Ver- 
tiartmgen (1916) and Deutsche Ceisler (1925); of particular interest 
are the essays of Das musische Land (1952), in which there is a dis- 
cussion of the differences between the literature of ‘the land of the 
Muses’ - that is, Austria - and that of North Germany. 

FRANZ NABL (1885- ) is in thc Very first rank of the Austrian 
novelists of today. He stands apart from his fellow novelists in 
various ways : for one thing his narration moves more slowly and 
with a certain air of deliberation and solidity, and all is quietly 
evolved. It is not easy to define his pedigree; he is generally classed 
as in the line of Stiftcr; for this, however, there is too great an 
intensity of psychological probing. Gritics indeed stress his Tkfen- 
psjchologie - that is, he gets deeper into the mind of his character 
than is the common rule in thc psycho-anal}'tical novel; but in a 
letter to me he says he never heard the term I'kfenpsjchologie until 
a few years ago a Viennese dissertation snowed in on him in which 
he was so ticketed ; and he counters this by saying that his favourite 
author is Dickens. He is, it is true, miles apart from Dickens in 
that his endings in his first great novels at least are tragic rather 
than happy; but in his fiction we do get - as in Die Ortliebschm 
Frauen - the Dickensian device of assembling and grouping to- 
gether of the characters for the finale. His humour, too, which 
critics point to as one of his main features, lies rather in his grimly 
ironical presentation of both character and situation. As regards 
foreign influences there is the consideration that he was never able 
to learn foreign languages; and he tells me that he has had to read 
Dickens in a frayed edition inherited from his grandfather. There 
is, too, a provincial stamp on his work, though Vienna comes in; 
and this is mote due to his congenital feeling that he is at home 
and himself in the uplands of Styria. Born at Lautschin in the 
Bohmerwald, he was brought up in Vienna; but he has settled in 
Graz. After early experiments in the traditional vein he reached 
full maturity in Odhof (191 1), a novel which by its sweep of events 
and its concentrated delineation of one character driven to doom 
by his dominant passion is a veritable prose epic. The hero is 
Johannes Arlet, who by sheer ability wins his way to wealth as a 
townsman; he is a self-assertive, aggressive egoist (Ichmensch, Kraft- 
mensch, Herrenmnsch - to group the critics’ terms), who tyiannizes 
over his family. After the death of his first wife he moves from 
the city and buys an estate in the Voralpen, the Odhof (the name 
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is symbolic) ; and here in the elemental forces of the Alpine land- 
scape - raging torrents and forests bending in the wind ~ we have 
by symbol the outer expression of his forward-rushing strength 
of will. His son commits suicide, and in the end he is the victim of 
his own morbid determination to dominate ail about him. Odhof is 
thus a 'Familknroman in its outlines; but it marks a new genre by 
reason of its intensive study of the lust of possession Qrlerrschsucht) 
in a male; or, as the critics say, it is mdnnlich^ whereas the next 
novel. Die Ortliebschen Frauen (1917), may by way of contrast be 
classed as weihlich. The first and far better title (because symbolic 
of the inner meaning) was Das Grab des Lebendigen, but this was 
objected to in Na2i days as pessimistic, and had to be altered. This 
second novel is more complex; there is much more in it than 
possessive passion in the dominating character, the very demon of 
the story. This is Josefine, the elder daughter of a minor public 
official in Vierma, who has died leaving his wife in straitened cir- 
cumstances with two daughters who have left school, and a crip- 
pled son, Walter, who is still at school. Josefine with her iron will 
rules over the household from the time her father dies ; what might 
be her saving quality is her overweening possessive love of her 
brother. She-devil as she is, she prevents her younger sister Anna 
from marrying, though the prospective bridegroom offers to take 
charge of the whole family. The boy is patronized by die alte Dame 
(her name is not given), whose gardener had been the Ortliebs^ 
grandfather. Walter is allowed to play music with die alte Darnels 
granddaughter, Olga; they have their little concerts in the man- 
sion; but Josefine, jealous of Olga, puts an end to what might 
have developed to a romance. And when Josefine finds that Walter 
is meeting a girl clerk at the bank where he is now working she 
locks him up in a cellar until a charwoman informs the bank 
manager, who sends the police, Josefine then, when the pistol she 
was carrying in her pocket has been taken away, hangs herself. 
The mother dies of heart failure. The cellar adumbrates the ori- 
ginal title. Das Grab des Lebendigen, but the symbol embraces the 
whole family. For the critic the problem is : is this melodrama, or 
is it Tiefenpsychologie ? It is possible to argue that Josefine is a tragic 
character driven by one consuming passion, and, as such, as dra- 
matically convincing as, for instance, Ph^dre. Before she hangs 
herself we find her crying : ‘Walter! Mein Walter F What motivates 
the tragedy is repressed sex feeling. There are elements in the 
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novel that are experimentally new; thus the name of the family, 
the Ortliebs, is revealing: it means that in this novel there is Ort- 
losigksti to convey that human frailties and passions do not need 
localimg. There is also to some extent Na/milosigkeit-, the names 
of some of the characters are not given. If the novel is to be classed 
as a tragedy of intensified frustration then Nabl has been successful 
in his blend of genres. It is Dickensian in so far as the subsidiary 
characters tend to be grotesque, and in so far as at the end, after 
Josefine’s suicide, the surviving characters arc gathered together 
and that there is a prospect of a happy ending. Die Galgenjrist 
(1921) is the story of a rich maladc imaginaire, ‘der Gliickliche’, 
who, spoilt by his upbringing and with no courage to face life, 
turns himself into his own enemy. There is again the Ichsmht of 
Johannes Arlet, but here it burns inward and consumes this weak- 
willed Felix. The innovation here is the Vom'ori, in which, ironic- 
ally toned, the author introduces his characters (his ‘PuppenMnder’) 
one by one to the reader and reveals the solution without detract- 
ing from the dramatic tension with which the book is read. There 
is a new turn in Nabl’s handling of human fate in that after hard 
trials there is an acceptance of life (lAciisheJakmg) when Felix 
learns that a human being must be a link in the chain of the com- 
munity. Ein Mann von gestern (1955) once again handles the re- 
lationship of the individual to the community he lives among. 
The hero is again a man favoured by fortune, who voluntarily 
assumes burdens for the sake of others. It is everywhere admitted 
that Nabl is a master of the Novelle and the shorter story; the best 
of them are collected, with the exception of Der I'tmd (1957), in 
Johannes Krantz (1948). The finest of the tales is Die Kindemovelle, 
which probes the state of mind of a girl of thirteen and a boy of 
fifteen. Nabl tried his 'prentice hand at drama: Weihe (1905), 
Kequiescat (1905). Trieschuhel (19Z5) had its run of success on the 
German stage. The comedy Schichtivechsel (1928) plays with the 
idea of social changes which are incompatible with the God-given 
order of things. Steirische Lebensnmdltmg (1958) sketches Nabl’s 
autobiography, but is filled in with loving descriptions of Styrian 
landscape and its people. There are autobiographical sketches, 
too, combined with the tales and essays of Das Kasetistuek (195 5 )> 
published on the occasion of the author’s seventieth birthday. 
Valuable is the Nacksvort which gives a short account by a friend 
of Nabl’s life. 
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ALEXANDER LERNET-HOLENiA (1897- ), Viennese born and bred, 
but of French extraction on his mother’s side, is one of the most 
versatile and prolific writers of today. He belongs to existentialism 
in the sense that his work is prevailingly (but not ostentatiously) 
doppelbodig-, that is, there are two levels, but the lower one is not 
bared. As a dramatist he has given the critic a handle by his own 
description of the mass of his work as handfeste Theatralik; that is, 
framed with malice prepense to entice the expectant public beyond 
the box-office. He began in expressionistic vein with yet another 
Demetrius venture on the grand scale, that Czar tragedy which 
Schiller and Hebbel had attempted but left unfinished. He aimg at 
a high level, too, in his three one-act plays Saul, Alkestts, l^panto 
(1946). He owes his great vogue, however, to a long range of 
light comedies sparkling with venturesome wit that glldpa over 
their biting irony; the titles of some of them are indicative 
(1927), Uehesnachte (1932), Die Frau des Potiphar (1934). His fiction 
may be less sensational but more fanciful, or even far-fetched, as 
in Mona Lisa in which a nobleman falls in love with the 

famous face on the picture and goes to rack and ruin. Where he 
takes his themes from periods of history - and here as in his plays 
he ranges through the wide world - his ironical bandling is apt to 
falsify verisimilitude, as in several of the NoveUen of Die Wege der 
Welt (1952), or as when in the novel Der Mann im Hut (1937) the 
hero and his companion in their search for the grave of Attila 
come across the grave of the Nibelungs and the saga is re-told. 
In the best of his novels there is a metaphysical undercurrent, as 
in Der Graf von Saint Germain (1948), the story of a Viennese 
industrialist who, in 1935, falls into the hands of the Gestapo, or 
in Die Abenteuer eines jungen Herm in Polen, which, with the muted 
notes of tragedy weaving through its staple of comedy, is probably 
better than his more famous novel Die Standarte (1934), a discreet 
variant of Rilke’s Cornet. This latter novel was filmed as MeinLeben 
fiir Maria Isahell. The rogue tale Der junge Mmcada (1950) with its 
picturesque Spanish colouring is a rendering of DiespanischeKomo- 
die (1948). There are fine qualities in Lemet-Holenia’s lyric verse, 
in which the influence of HolderLm and Rilke is dear at a glance. 
In Die goldene Horde (1933) his leamfed sock is on; he sio^ of 
Achilles and Priam, of the Crusades, of Dante, and, characteristic- 
ally, relieves the heavy strophes of his classical themes by such a 
lightly lifting internationalized medley as NeumexikanischerS cblager- 
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komponist (with rhymes such as - Colts, Fe/s - Hotels); this 
poem and the soft-ftxited, l<nv-\’’oiced Die En^a'hlimg des Bedienten 
show in masterly fashion how murder can be callously brought 
up to date. Indeed the most memoralile of these new-toned poems 
are elegantly sensational, and this holds good of Biblical poems - 
Der Betblemitisehe Kindertmrd for instance, which converts the 
Gospel text into the plain reporting of a newspaper correspondent. 
Indeed in all the lyric verse of this ‘most Austrian of Austrian 
poets’ there is this striving for a new poetic notation of ultra- 
modern concepts and conceits. In Die 7 V 4 ///r« (1945) we once again 
find the long lines and heavy rhymeless rhythms of the neo-classical 
school; the sense of the titular poem is that we are returning, as 
our ultra-refinement decays and science takes the helm, to pre- 
civilization, to the life of the Titans; the world is to be re-created 
because all that was revered has crumbled. This mastery of moods 
playful or pseudo-solemn runs through the rest of Lernet-Holenia’s 
lyric work : Katiapnmir (1925), Das Gcheimnis Satikt Michaels 
Neue Cedichte (1945), Die Trophde (1946), Cermanien (1946), Das 
Feuer (1949). He is a fine craftsman, but he is contriving and con- 
structive, not swept by feeling. 

The most important work of bri :no brici im (i 892- ), an Austrian 
from Carniola, is a trilogy of novels which describe the break-up 
of the old Austrian Empire with the defection of the South Slav 
St&tQ&i Apis md Este, ; Das n'or das Ende, 1932; Weder Kaiser 

nochKonig, 1952; these were published in 1952 in one volume with 
the title Die Throne stunten. C)f his lighter fiction Der Uigner (1949), 
the life story of a successful liar, reads like a preliminary study of 
his problematic Sehatten der Nacht (1949), an anthological roping 
together of examples from world history over 3,000 years of the 
abuse of power; this is inevitable, runs the lesson; the whole range 
of history is a chronique scandaleuse. Apparently Brehm’s purpose is 
to show that the atrocities of the Nazis pale by comparison with 
what has gone before. 

OSCAR MAURus FONTANA (1889- ), botti in Vienna as the son of 
a Dalmatian, ranks as one of the pioneers of expressionism in 
Austria. He came to the fore with his novel Brweekung (1918; in 
1946 rechristened Die Tslrme desBegBegotpa), a novel which sympa- 
thetically describes the life of thie lower classes in Serbia. The 
characters of his novel Insel Biephantine (1924; in 1947 rechristened 
Katastrophe am Nil) are a motley collection of international adven- 



POST-WAR AUSTRIAN WRITERS 


527 

turers, and the action is climaxed with the bursting of the Nile 
dam and a revolt of the Nubians, but Europe is intended with the 
breaking through of a new epoch. There is the same clash of two 
periods in the sensational action of Gefangene derErde ( 1928 ) before 
and after World War I. Der Wegdurch denBergii^^S) centres round 
the breaking through of the St. Gotthard tunnel; thematically it 
belongs to the genre of novels which celebrate the triumphs of 
science (pp. 69 , 368 ), as does also Atem des Feuers: Roman der Gas- 
FMergie ( 1954 ). The heroine of Der Engel der Barmheri(igkeit ( 1950 ) 
is Florence Nightingale; in his sufficiently authenticated chronicle 
of her life from childhood right to the end she is not so much 
an angel as a problematic figure with, in her mature stages, an 
emphasized leaning to Roman Catholicism. With the exception of 
Florence the characters of all grades suffer &om a fcustration which 
can hardly be classed as British. And common soldiers, who kiss 
her shadow as she passes along the wards, are grateful to her for 
restoring the afternoon tea of their civilian life. 

CARL PiDOLL (i888- ) - in full Carl Freiherr von PidoU - is a 
typical Austrian of m ixed race : his mother was a native of Luxem- 
burg, while his father was the scion of an old military femily in 
Austria. He is a composer and conductor as well as a novelist. 
There are autobiographical reminiscences in the family ramifica- 
tions of the hero of his novel Augustinus Duroc (i 948), a tale written 
in the first person (Jchromaii) during the dehdcle of 1945 and looking 
back over sixty years of a life spent as performing musician, com- 
poser, business man in the United States ; it is Pidoll’s own life of 
a far-travelled man, with intimate experiences of Chinese life and 
with a keen perception of whatever may be regarded as good 
in Chinese religion and philosophy. The novel has experimental 
interest: life on two planes is contrived by the simple device 
of in t erlarding chapters : the life-story from its beginmngs runs 
through one series of chapters each of which is followed by one 
with the physical experiences and the mental reactions of the post- 
war years. But the narration of facts is not the main pu^c>se 
the book; this is to ventilate the problems of today, principally 
those of religion and politics. The book is thus rather apotpoi^ 
than a Musiherroman, wHch is the title claimed for it, as it is for 
the previous novel, Boemo Divino (1945)* Th® narrator s reh^o^ 
faith has itself a reasoned acceptance of Kfe ^JaSagen s(umUben\ 
and this, in still greater measure, is the mood and meaning ot 
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Pidoll’s best-known work VerkJungems Spiel (1950), a vie romanck 
with more truth than romance and basically a masterly interpre- 
tation of Beethoven’s character, music, thought, and religious 
feeling, flanked by a telling presentation of Austrian life during 
the period of the composer’s heroic life and with side-lights on 
other contemporary musicians. Not the least interesting section 
of the book is that in which Beethoven’s sturdy independence in 
the social sense is contrasted with (loethe’s comparative subser- 
vience to ruling princes. Beethoven stands out from this book 
as one of the finest characters of history and as a freethinker - of 
a sort - with a deep religious faith in a Clod firmly fixed by ele- 
mental logic beyond the world of appearances. y\nother Austrian 
Beethoven novel is Zehnte Symphonie (1952) by the well-known 
Viennese music critic and dramatist otto eritz biu-k (1910- ); the 
interest lies mainly in the description of the composer’s physical 
exhaustion and embittered state of mind after completion of the 
Ninth Symphony. 

After Carossa’s Kindheit und Jupefid josivf leitgicb’s (1897-1952) 
Das mversehrte ]ahr (1948) is the loveliest story of childhood and 
youth in recent literature. This Chronik eimr Kindheit (as the sub- 
title reads) records, like so many Clerman autobiographies, the 
thrill of first communion and the evolving experiences of school 
life, and runs on to the school-leaving age; the outbreak of the 
First World War is imminent. The district lies near Innsbruck, 
where Leitgcb lived, and Tyrolese life is described with intimate 
realism tempered with fine poetic feeling and relieved by a delight- 
ful humour that never descends to coarseness and brutality. The 
book is hardly to be classed with the South German Bauemnmlh: 
the boy’s father is a railway official, and the contacts are rather 
with cultural avocations, the outlook being that of a lyrically 
attuned youth with feelings quivering fiirward to the most delicate 
expression of colouring and symbol. There are the same subtle 
rhythms and the same delicately toned response to the shifting 
moods of nature in Leitgeb’s book of essays Von Bdumen, Blumen 
md Musik ( 1947 ) and in the prose of Trinkt, 0 Augen ( 1942 ). 
There is a considerable autobiographical fundament in the novel 
Christian md Brigitte (1938): a teacher who has served in the war 
^eitgeb was a teacher after the war and rose to be Stadtschul- 
inspektor) comes to an Alpine village and here finds love and his 
true self. Kinderlegende ( 1934 ) is the tale of another Tyrolese boy 
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who, in the seventeenth century, is put to death as a ‘Hexer’. 
Mastery of form is one’s first impression from readiug Leitgeb’s 
verse: Gedichte (1922), Musik der iMndschaft (1935), Vita somnium 
breve (1943), 'Lehens^eichen (195 1), Samtliche Gedichte (195 3). Though 
he pays tribute to Walt Whitman and Trakl he is consciously tra- 
ditional in theme as in form, and in his deepestmusings he is always 
crystal clear. There is an uprush of tragic feeling in 'Lebens^^eichen, 
his last book of Verse, in which - in the pressure of his own ex- 
perience (he served as an intelligence officer in the Ukraine) - he 
lashes out at the folly and fury of war. He records his impressions 
of the Ukraine in Am Kande des Krieges (1942); and his Fmf 
Er:(ahlungen (193 1) have the same factual fundament. 

RUDOLF HENZ (i 897- ) is Very prominent ia the literary life of 
Vienna, both as a prolific writer and as the director of programmes 
in the Ravag (Radioverkehrs-Aktiengesellschaft). In his lyric verse 
(Lieder eines Heimkehrers, 1919; Unter Brudem md Bdumen, 1929; 
Doblinger Hjmnen (1935); and the selection Wort in der Zeit, 1945) 
he ranges from free rhythms - wdnged, to begin with, with expres- 
sionistic fervour - to formalist metres; the latter, however, par- 
ticularly his distiches and terze rime, sometimes only read true to 
pattern if fixed accentuation is discarded in favour of phonetical 
emphasis and free syllabic division. Der Turm der Welt (1951) is a 
heroically laboured monumental epic which shows the present 
with its wars and the collectivization of the masses as a world 
ripening for judgment. In his novels art looms large; many of his 
chief characters are painters; and in particular the unnamed nar- 
rator of Begegnmg im September (1939) is not merely a painter but 
is palpably a self-portrait of Henz. One term of Henz’s which 
serves to inculcate the doctrine of being something is Besonderheit - 
- the quality of besondere Menschen-, and what gives Bege^ung im 
September its peculiar mark of distinction is the number of its 
characters with special qualities of mmd and personality, and the 
range and variety of their Besonderheiten. The outer frame of this 
very complicated story is Kunstgeschichte', and there is also much 
play with Volkskmde, though here there is a touch of irony. Henz’s 
historical novels (Der Kurier des Kaisers, 194^5 Der ^osse Sturm. 
Lebensroman Walthers von der Vogelweide, 1943 ; Veter Anich, derStern- 
sucher, 1 946) are adequately documented, but tend to lose historical 
veracity because of the author’s insistent didactic modernity. O 
his dramas DerBusser (1954) is on the Gregorius theme and foUows 
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Hartmann von Aue. Kaiser Joseph der Zweite is the tragedy 

of that Austrian emperor who tried to introduce the forms of 
French enlightenment; this was the time when the Pope himself, 
aghast at the inroads of progress, went to Vienna to bring the 
Emperor to heel. The lesson conveyed is that God dictates - by 
the mouth of the Church. 

SIEGFRIED I'REtuicRG (1901- ) is another prolific writer who has 
a distinguished place in the literary life of Vienna today. It helps 
in the appreciation of his works if one remembers that he has 
risen from the ranks: his father was a railway employd, his grand- 
mother a book-pedlar who tramped from the German Bohmer- 
wald. His first novel is Sale^ und Brot (1955), the most detailed and 
informative of those works of fiction which picture Austria in the 
war years 1914 to 1918. The hero is an awkward Gjmmsmt 'dho 
realizes, as the Empire falls to pieces, that the only hope for his 
countrymen is: nkht dem Vrieden er/iesf'n, das Lek'fi Ikben und an dm 
KampJ glauben, and that redemption must come from great person- 
alities and not from the collective grouping of demagogic masses. 
In two other novels, Die harte Vrettde (1958) and Die hiebe, die nkht 
hrennt (1940) Freiberg continues the family chronicle begun in 
Sal\ und Brot, though only in so far as younger members - the 
Pilzers in particular - are protagonists. 'Fherc arc autobiographical 
elements in the trio of novels; for instance, Paul Pilzer is a railway 
employd. The three novels together thus - since they trace the 
evolution or the rise in the social scale of certain characters - sum 
up the social history of Austria - mainly of Vienna - from 1870 
to 1945. It would, however, be incorrect to speak of The ?ik(er 
Saga, for the Pilzers do not overshadow the rest of the characters: 
they are typical of a movement upwards as others typify a social 
descent. Whereas the first two novels of the Pilzer series concen- 
trate on the life of working people and peasant folk and are for 
the most part built up of reminiscences of the author’s hard youth, 
Die Uebe, die mht hrennt portrays the life of the better placed 
classes; it is thus an effective contrast to Die harte Freude. There is 
nothing of the relentlessly drab realism of the Pilzer trio in Wo der 
Engel stehen sollte (1948), which unfolds the ending of the Second 
World War. The atmosphere is necessarily differentiated, for here 
Freiberg attempts a kind of allegory: the Germans appear with 
their allies as die Stdmmigen, the Americans as Die Behelmtm, while 
der MdcbtgewalHge is Hitler. Felice (1948) is also a breakaway from 



POST-WAR AUSTRIAN WRITERS 


531 

realism to a delicately toned refinement of style; the whole thing 
is a dream, but through it as the end comes peers crass reality. 
Freiberg’s verse is collected in Sage des Herzens (195 1). It is through- 
out Gedankenpoesie^ a garland of rhymed ideas. Inwoven in the 
hard-ringing stan2:as is a wealth of imagery, apposite or (some- 
times) ingeniously excogitated. 

GEORGE SAiKO (1892- ), a Viennese born in North Bohemia, 
had busied himself for a good part of his life as an essayist and 
art critic, but in fiction he had only short stories to his credit 
when, on the verge of sixty, he startled his contemporaries 
with two novels on the grand scale; these were considered so 
hostile to the best traditions of Austria that he could find no 
publisher there and had to find one in Hamburg. They have been 
attacked as anarchistic or communist, but they have also been 
praised as being in the direct succession of Musil and Hermann 
Broch. Saiko’s own statement is that he has been influenced most 
of all by William Faulkner; and it is true that he has debimked 
Austria as Faulkner debunked the Mississippi regions. At all 
events Saiko must be ranged with the magic realists, and he comes 
last in the line as the most destructive of them all. In the case of 
Saiko’s two novels, however, the term magic realism is somewhat 
illusive, if only because the unfolding of the ‘animistic’ doctrine 
is set off* by sensational happenings which accrue from sex en- 
tanglements. The title of Auf dem Floss (1948) symbolizes the 
disintegration of what remains of the Austrian monarchy with its 
feudal fundament; the old order is envisaged as a rotten raft 
floating away to limbo. But in intention Saiko’s novels are con- 
structive, for their beacon light points to the new world of Com- 
munism. There are side-lights on the lightning-like smashing to 
pieces of the feudal system in Russia as compared with its sluggish 
crumbling in Central Europe. While political and social upheavals 
form the background the reality that is explored has, so Saiko says, 
a mythical sphere which is active within us all and which magically 
shapes the form and course of the individu^’s existence. This basic 
concept leads Saiko to lay bare the primitive urges of his charac- 
ters and a great part of the narration consists in the detailing and 
analysis by suggestion of what the characters recall of their esperi- 
ences in the past the world over. Their conflicts lie behind then^ 
but they are ever-present because they return in memoty; an 
they determine the rest of their existence, for they have formed 
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and shaped their minds. Auf dem F/oss is a ‘‘Spiralromatd that winds 
round a central story flanked by a welter of attached stories. The 
hero is a Fiirst of the ancient regime w'ho takes a gipsy girl, 
Marischka, as his mistress; when Grafln Mary Tremblaye returns 
from abroad to visit a neighbouring estate he transfers his atten- 
tions to her and tries to hand Marischka over to a gigantic servant, 
Joschko, whom he attaches to himself as a factotum; Joschko, 
with his dog-like devotion, serv'cs as a symbol of brute strength 
and of brainless obedience to a lord and master. Marischka, how- 
ever, has a lover of her own choice, Imre ; and to avenge herself 
on the Prince and to make sure of Imre she mixes poison in 
Joschko’s food and he dies slowl}-. It now becomes a fixed idea 
with the Prince that when his Prachtexemplar of a servant is fipafl 
he will have him stuffed and exhibited in a glass case in the en- 
trance to the castle as a hunting trophy. But Marischka stifles 
Joschko as he lies dying and with Imre’s help sinks the corpse 
behind the reeds in the lake in the castle grounds. Marischka and 
Imre then find asylum with the gipsies, but Imre is by thpni 
branded as an outsider and a murderer, while Alarischka, after her 
excursion into ordered ways of life, is restored to her former state 
of itinerant freedom. All this is to be read symbolically: gipsies 
represent robust primitivity, with its mystic call to the life of 
nature, while the Prince’s castle and all connected with it repre- 
sent the rottenness of European society {das Ruropder(um). The 
period of the second novel, Der Mann irn Schi/f {i<)^ 5), is 1954, the 
time when Qiancellor Dollfuss was murdered by the Austrian 
Nazis, and the scene is a provincial village on the Attersee. There 
is again the sensational central action with its related happenings 
which come into the woof to bind all together to a composite 
whole. But the story proper with its adjuncts is again not the main 
thing: the actual theme is the decadence of the representative 
supine Austrian, ‘the man without qualities’, and the proof that 
this is the root of fascism. The novel is indeed a study of fascism, 
and consequently the crowd of characters arc corrupt. But there 
are two currents, the one political, the other erotic, which flow 
along together, with, of course, the sensational interest fettered 
to the love affairs. Two worlds face each other, the weak-willed 
strata of old Austria (and by inference of old Europe) and the new 
world of indoctrinated factionaries with a clear, fixed aim. In this 
novel once again Saiko brings in his wide knowledge of foreign 
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countries, particularly of England - he has been dubbed a ‘Wahl- 
englander’ . The dominating figure is a fiercely sexed Englishwoman 
who can find no man fit to satisfy her. 

HERBERT ZAND (1923- ) is a new Austrian author who is striking 
out into new paths. Ausfahrt (1953) was hailed as the book 

of the year, and it has fairly correctly been described as the first 
German novel to give an epic description of the Second World 
War. It might be more correct to say that it attempts a merciless 
description of war as it is today with all its heaped horrors and its 
reduction of man to beast. But, though the handling is brutally 
realistic, this ‘Ko/aan der Eingekesselten' aims at being an interpre- 
tation of life as it is bound to be, whether in war or out of it; war 
is just a symbol of cosmic plan and pressure. The range of fighting 
is narrowed down to some town or other on the German front 
hemmed in by encircling forces vaguely indicated by scraps of 
language as Russian. Life in the cauldron (Kessel) is whipped up 
to hectic incoherence till surrender can no longer be staved off. 
The concept is that we are all of us and always hemmed in within 
a narrow space of action, frantically seeking realization of self but 
with hostile forces pressing in on us. If finally there is escape it can 
only be into the mystery of infinity, into the Fourth Dimension. 
For to this battle of hostile forces corresponds the inner conflict 
of personality : Jeder ist sein eigner Kessel. We struggle on with all 
our faults and failings, which close in upon us until they grip us 
in a ring from which there is no break-out. Thus presented this 
vision of life as we are said to live it is not depressing - for it is 
heroic. But there is no idealization whatever of the characters; 
although collectively considered they are a molten mass of driven 
humanity we see them separately, vividly differentiated, and we 
follow their winding fate till it wraps them round. The epic of 
instinctive - indeed of forced - heroism is, however, not Homeric ; 
it is raw but real. It may be that Zand has done for the last war 
what Henri Barbusse did for the 1914-18 war with his novel 
Feu-, at all events both novels stand out by fhek sheer origi^ty 
of conception and technique. But Zand’s narration is so whipped 
and crowded and episodic that it lacks clarity. The love interest is 
merely physical; this, of course, fits in with the concept: what 
pleasures we snatch at random in this cauldron come only from 
the play of chance. Zand’s next novel, Der Weg nachHassi el emel 
(1956), might be classed as a Freudian thriller in plain language; 
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at all events it indicates a close reliance on Freud’s discovery that 
in the lower layers of our brain there is a primitivity which shows 
through when in the crises of life we are thrown out of our orbit. 
One feature it shares with much of the Austrian novel of today is 
that localities are not defined, and that the ante-history of the two 
characters - the rest are mere accessories - is only revealed in 
snatches by what passes through their minds in strain and stress. 
Nevertheless we get a clear idea of the flying ace, Christopher 
Hall, who is a symbol but setv^es as a hero. He has been flying 
since he was a boy; he is married to his machine; and though, as 
we find out - but not till we are half way through the book - he 
has a wife, his relations with her are formal and casual; she is the 
daughter of his chief and as such keeps her distance, while he lives 
for his work (‘repression’). As he stumbles along in the desert 
after baling out he has no memories of sex experience; he does 
remember Martine, a translation clerk, who smiled once as she 
was walking along by the office wall. We go along with Christo- 
pher as he follows the trace of two feet in the sand; close at his 
heels prowls a ravenous, dirty hyena, ready to .spring. The foot- 
steps lead to an amphitheatre of rocks, Hassi el emel, where, 
famished and fevered, he shelters in a cave from the spear-shafts 
of the sun. The sense emerges from the never-ending monologue 
that grows more and more hectic in the accretion of his fever and 
from his nightmares; we are not conscious of the bounties of 
nature, he realizes; we need to be lost in a desert or whelmed in 
war to savour the warm moisture of new-baked bread or (above 
all) to know what a boon and a need water is (there follows a 
highly poetical evocation of all the famed waters of the earth, 
from Memphis to the Alpine heights of Peru). As he lies in his 
desert cave these visions pass in procession through his fevered 
brain; they are ravings in an Ans^ff/rauw, but they are also Freud- 
ian truth. In the second half of the botjk we arc with his wife, 
whose inner mind is likewise laid bare by what passes within it. 
She has been flown out to the desert and sets out in a motor-car 
to find her husband. As they approach the oasis where they find 
him she takes the wheel; as they bump over the rocks near the 
oasis the driver jolts against her repeatedly; this, in the then state 
of her brain, awakens her repressed sexuality, and she is so afraid 
of him that she gets out and walks the rest of the way. When she 
finds her man, and when he awakens from his torpor he whispers: 
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‘Evelyne - Martine’. As they wind their way back over the desert, 
the urges of her awakened senses take shape: ‘Lass mich sin Kind 
krkgen’ rises to her conscious mind. The end, therefore, fore- 
shadows a happy married life. We realize, as we close the book, 
that the desert is life as we know it; but at the base of our con- 
sciousness is also the IJrheimat, the life of Adam and Eve which 
Christopher has relived in his hallucinated dreams. We are for 
ever pursued by the hyenas of evil, but we struggle on to reach 
Hassi el emel (Arabic for ‘well of hope’), the oasis of happiness. 



XXIV 


THE NEW VERSE 

F ormally considered neo-Hellenism (pp. 123, 278) finds its 
most determined expression in the odes and elegies of josef 
WEINHEBER (1892-1945). Bom in Vienna as the son of a 
horse-butcher and innkeeper, he was, after the early death of his 
parents, brought up in an orphanage; as a gifted pupil he had the 
privilege of attending the Freies Lyzcuni. The privations of his 
boyhood and youth are the key to the almost savage anti-social 
elements in his work. His first books of verse - Der msaim Mensch 
(1920), Von beiden Ufern (1923), Boof in der Buck (1923) - written 
while he was a post-office clerk in Vienna (1911-32), fell flat, 
possibly because they had, together with Baudelaircan nouveaux 
frissons, a fleshly admixture; or, to put it brutally, there was more 
Tier than Geisi in the poet’s handling of his basic motifs - the 
conflict of brute instincts and mental striving, of good and evil, 
his neurotic hatred of those more favoured by fortune than the 
poet doomed to loneliness by his nobler nature. After the publi- 
cation in 1934 of Adel und Vniergang he was the poet of the day; 
here his solution for the conflict of contrasts is scif-eflacement at 
the call of duty; this was interpreted as being in accord with the 
ideals of the racial resurgence and therefore he was claimed as 
theirs by the Nazis. He wrote birthday poems for the Fuhrer, but 
there is nothing specifically Nazi in Adel und Unfergang; his much 
quoted lines ‘Uns "^emt | fallen; jedwedem aufsehiem Schllde’ is and 

ever was good British sentiment too. But it is rather form than 
themes which gives Adel und Un/ergang its permanent place in the 
history of lyric verse. In his Gedanken miner Dis^lplk (in the 
volume 'Oher die Dickkunst) Wcinhelser says that it was not because 
of a longing for Hellas, not because of humanistic feeling, that he 
turned to Greek forms, but because he had come to realize that in 
rhymed verse the thought ends with the line {Pkdstil), whereas in 

556 



THE NEW VERSE 


537 


the verse measures of the Greek ode the sense can be carried over 
naturally {Strophemerschlingun^ and without enjambment {Haken- 
stil)-, in other words the rhythm rolls along with the sentence. 
What results is that in Adel md Untergang and in the volume of 
verse which pairs with it. Spate Krone (1936), the antique measures 
of which Holderlin is the great master are revitalized. We know 
that Weinheber found his way to Holderlin too late for direct 
influence on his style to be possible; what influence there was is 
likely to have been that of Georg Trakl. It is a relief to turn from 
the architectural symmetry of Adel und Untergang to the gay gar- 
rulity of Wien wortlich (1955). This is for the most part in the Vien- 
nese dialect, so real and redolent that it must be fascinating to the 
student of language difformation; here we have Wienerdeutsch as 
it is heard. O Mensch, gib acht (1937) is a species of calendar, dia- 
lectically coloured; the months with their appropriate poems, the 
legends of the zodiac and of the saints. Zwischen Gottem md Ddmonen 
(1938) with its rhymeless verse and skilful Hakenstil forms a kind 
of trinity with A^l md Untergang and Spate Krone. The root mean- 
ing is veiled, but the brunt of the argument is that the demonic 
powers in one’s breast must be tamed and tied down; in the con- 
ditions of 1938-39 this was interpreted to mean self-effacement for 
duty that calls ; but basically it is just another phase of that conflict 
between flesh and mind which runs through all Weinheber’s work, 
as it does through his (on the whole) ignoble life. In Kammermusik 
(1939) we have ‘musical poems’ adapted to the note of the instru- 
ment required for playing them; it is just another experiment in 
the reproduction of sound by words, the best examples of which 
are Intarsia aus Vokalen and Ode an die Buchstahen in Adel und Unter- 
gang', Weinheber was obsessed by ‘phonetic’ (his word) illusions, 
such as that the 0 in lj)ch and bohl represents the hole while B. in 
Kad denotes whirring rotation. We may class Wien wortlich, 0 
Mensch, gib acht, and Kammermusik, since by contrast with tiie three 
‘classical’ books they are popular and local in tone, as another 
trinity; all Weinheber’s verse sounds Von beideh Ufem. Into Hier 
ist das Wort (1947), a posthumously published work, Weinheber’s 
doctrine of prosody is inwoven; he sets forth, his modus operandi 
for form and fashioning of the raw matter of language. Tlere is 
the pith of his verse in the three books of selections Vereinsamtes 
Herx (193 5), Selbstbildnis (1937), and Dokumente des Herzens (1944)- 
Of Weinheber’s essays, Im Namen der Kunst (193(9 attempts an 
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enunciation of the function and philosophy of poetry, while Vher 
die Dkhtkunst (1949) deals with his own development as man and 
poet. Of his novels he himself spoke contemptuously as ‘korrum- 
pierte Romandichtung’ . They are indeed poor as fiction; but they 
have autobiographical interest. Das Waisenhaus (1925) is just the 
story of a poor boy’s education at an orphanage and of his trend 
to agnosticism and poetry and painting (the verse Aquarelle of his 
maturity have their canvas counterparts). Nachwuchs (1927) records 
the poet’s struggle for a life fit for him. The title of Gold ausser 
Kurs (written 1933; first published 1953 in Samtlide Werke) is a 
symbol for poetry; here we have a poet who has a volume of 
verse on his desk which publisher after publisher refuses ; Adel und 
Untergang is meant. The final verdict will probably be that Wein- 
heber was far from being a poet of the first rank. Generally speak- 
ing his intellect was coldly and architecturally constructive; his 
poetry was, as he himself said, by way of mathematical approxim- 
ation. That is, as his biographer Josef Nadler neatly puts it: ‘Fleiss- 
dichtung, nicht Inspirationsdichtung'. 

Several poets may be grouped as innovators in so far as they 
fall into line with the international tendencies of today. Of these 
HANS EGON HOLTHUSEN (i 91 3 * ), thc son of a Lutheran clergyman, 
began with the publication of his doctor’s dissertation on Rilke’s 
Sonette an Orpheus. Versuch einer Interpretation and, after serv- 

ing for three years as a private in France and Russia, followed this 
up with the first collection of his poems, Uier in der Zeit (1949); 
the title indicates the stark actuality of the themes. The first poem 
of the volume, Trilogk des Krieges, in a loose hcxamctric form, is 
the first attempt - it was written in 1946 -- to give poetic form to 
the mentality of the five years of war. Ihere is Christian feeling in 
Karsamtagi this poem has thc note of Baroque as it lives again in 
the religious verse of R. A. Schrfklcr. 'Ihe persistent note, how- 
ever, is that of existentialism, of which there is a summing up in 
the final poem. Das Unmogliehe; hut here this doctrine of today 
combines with the lesson of Christian surrender to the Lord. 
Other poems take over, but with independent handling, favourite 
motifs of T. S. Eliot and W. H. Auden, Most insistent of these 
motifs - in the verse of the period it becomes a clkhf ~ is T. S. 
Eliot’s concept of time as he shapes it at the beginning of his Four 
Quartets, Thus youth and age arc one; for youth will be age and 
age was youth. If the shadow of thc war years lies over the earlier 
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poems of Hier in der Zeit there is still the pang of it in some of the 
poems of habjrinthische Jahre (1952). In the first of the poems, 
Acbf Variationen iiber Zeit und Tod, the doctrine of the identity of 
past, present, and future is quickened by flash-lights on the Nazi 
regime: ‘How great is Caesar: erect in his chariot, idol of the 
masses, receiving flowers and lies, his face threatening like a 
clenched fist; and others round him leather-clad, watchful and 
smiling, cocked revolvers under their cloaks. Caesar is great; four- 
motored bombers roar o’er his head. Fate speaks loud with the 
accents of dynamite. Truth is all in one: scenes in cheap marble 
and a shot in the mouth and poison; flags, parades, receptions, 
and the short, spongy body dragged out of the bunker of the 
Imperial Chancellery and two himdred litres of petrol poured on 
it.’ Here history is epitomized in a way that instantly grips us. 
Only one poem, MitKosen in Karon, a tribute laid on Rilke’s grave, 
has a true poet’s tenderness. The pattern of Holthusen’s verse is 
not repellent if it is realized that it is fitted to the sense and to the 
revelation of the sense by flashes. Stretches of apparently flat prose 
and crass realism are broken by a sudden rush of tensely phrased 
and lovely imagery. The poetry is in the totality of the poem; and 
even the totality of a single poem is merely a fragment of a ^^t 
doctrine of mystic truth, a gospel which in these labyrmthine 
years of our wandering through the ‘Waste Land’ of es^tmce 
brings comfort and intelligence of the way we go and '^ther. 
Holthusen’s existentialism has the Protestant stamp of Kierke- 
gaard and Karl Barth; he has been at pains to stress his aversion 
to the French decoction of Heidegger represented chiefly by Sartte. 
The surest way to comprehension of Holthusen’s verse is a carefu 
study of his collection of eight essays Dermhehauste Memeh (1951); 
the implication of the title, ‘Man without a Home’, is^t we men 
of today are wanderers in the ‘Waste Land’ (to use T. ^ Ehot 
term) of lost causes. The essay Das Nkhts und der Smn ^lores 
the theme which we know from Sartre’s h ^ 

the relation to it of Gottfried 
Eliot’s Christian solution of the problem. /a 
tische Versuche (1954) collects essays first 

aries: Karl Krolow, Heinz Piontek, and others. 

venture into fiction. Das Schiff tooths as 

oa a ship sailing 6^ S 

a catalysator on a clique of college gir , 
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whose minds are disagreeably Americanized both with transliter- 
ated colloquialisms (a girl has smarte Waden) and slang. What is 
aimed at is an analysis, certainly smart, of the modern European. 

The influence of T. S. Eliot ('E/w/ismis'), which is so marked in 
Holthusen, is evident too in other poets - Rudolf Hagelstange, 
Helmuth de Haas (Uneafuren, 1955). Hans Hrich Nossack, Heinz 
Piontek; it is likely to result from study of the English texts as 
well as to the indirect influence of 1 lolthuscn. Jn the case of Marie 
Luise Kaschnitz the influence is direct; together with Dolf Stern- 
berger she translated the Vour Quarlets, and this appeared in the 
journal Wandltmg in 1945, which printed the first translation to 
make a lasting impression, Dolf Sternberger’s version of Bast 
Coker. The influence is direct too in the later poems of Gottfried 
Benn. The impact is equally that of theme and form. The salient 
fact is that during the Nazi period practically no knowledge of the 
new trends in Anglo-American poetry reached Germany, so that 
when, after the war, there was access to the originals the effect was 
startling. Actually a translation by Ernst Robert ('urtius of The 
Waste Land had appeared as early as 1927 in Die nette Schweis^er 
Bjindschau-, but of this no influence is perceptible. After the war 
translations came in a rush, mostly published in periodicals, with 
Kurt Heinrich Hansen, Hans Henncckc an<l Ursula Clemen in the 
forefront. Nora Wydenbruck’s translation of The Dry Salvages ap- 
peared in 1946 in the July number of Atlantis-., her Aiord in der 
Kathedrale ioWosncA in 1947 and her VierQmrtette 'in 1948. She also 
translated The Cocktail Party, while Rudr)lf Alexander Schroder 
(p. 278) published 'PamUknkommtt (this together with Peter Suhr- 
kamp) and Der Mord int Dorn (1947)- 'I'he translations of W. H. 
Auden did not begin till 1950, when Kurt Heinrich Hansen’s 
rendering of The Age of Anxiety as Das Zeitalter der Ang.ft appeared 
with a preface by Gottfried Benn. Holthusen’s relation to Auden 
may be traced in Labyrinthische Jahre; c.g. in the poem Uimmel md 
Blut, which is in the metre of Audcn’.s ode Spain. Actually the poets 
who joined the new movement {die KeutSmr as opposed to & 
Traditionalisten) were demonstrating the truth of <,)tto zur Linde’s 
phonetic conception of stress (p. 155); what does result in 
Bliotismus is th^t the natural Germanic /me VtrsfuUmg is estab- 
lished. There is also a more systematic use of Strophenmrsehlingmg 
or strophic synaphe(i)a, which is a marked feature of Rilke’s verse. 
Reversed accent too (‘ das kaukdsisebe Kiff. Knibel des Schkkscds’ 
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- Holthusen) occurs frequently; and here one might suspect the 
influence of Gerard Manley Hopkins (‘Home to his mother's house 
private rettirned’ ; but though he is discussed, and though the term 
Sprunff'hythmiker is added to the apparatus of critics, there is no 
evidence that he influences the facture of verse. The ‘inscaped 
diction’ of Hopkins and his devices derived from Welsh poetry 
(cynghanedd or consonantal chime, which consists of a combination 
of alliteration and internal rhyme) defy imitation. His ‘sprung 


rhythm’ (Jreie Versfiillun^ and ‘counterpointed rhythm’ - that is, 
the reversing of rhythm (— - in the middle of a line for -x-, etc.) 
- are not new either in German or English. Hopkins was intro- 
duced and interpreted by Irene Behn in her G. M. Hopkins. Vber- 
tragung, Einfuhrungund Erlauterung (1948), and this was followed by 
the edition of Hopkins with the English text and translations by 
Ursula Clemen and Friedhelm Kemp (1954)- There is no cult of 
Hopkins; but his practice and theories accentuate Hliotismus. 

Among poets who have earned recognition in recent years 
RUDOLF HAGELSTANGE (191^- ) Stands out both for brilliantly 
imaged presentation of ethical ideas and as a daring innovator of 
form. He began with Vene^anisches Credo (1946), a cycle of sonnets 
written in the north of Italy at the end of the war, when he was a 
soldier in the service of a Fiihrer whom he loathed. The Credo of 


the title is to be taken in its full verbal significance; in the horror 
of the present he can still say: To me faith in a new day is in- 
destructible. The frail vessel of God’s truth is the young soldier- 
poet overwhelmed by the dream-like beauty of Venice: maidens 
barefoot and gliding like gazelles; and palaces Uke memories in 
stone, left on the lagoons, a glorious gift, by the receding sea. 
There is still the shadow of the war on Strom der Zeit (1948) a^d 
Es spannt sich der Bogen (1949)- Meersburger Elegie (1950) has l«s of 
the decorative impressionistic pattern of the earlier verse, but is 
noticeably influenced by the line variation and ftee stressing o 
Rilke’s DumserBlegien. ‘Die ^arte Sibylle amsteinemen Turme , vfhose 
life is inwoven in the problematic arabesque of the poem, is ette 

von Droste-Hiilshoff; the elegy plaintively evokes her caged and 
cabined life, her patrician bondage in the Castle of Meets urg on 
the Lake of Constance; and Hagelstange, himsdf a North Germ^ 
(his youth was passed at Nordhausen in the Harz and afterwar s 
he lived in Annette’s Westphalia), identifies his own musmgs ^d 
memories of the lost homeland with hoi^s. Hage stange tea 
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full maturity in his Mlade vom verschiitieim Leben (1952). The ballad 
dirges a new saga - the saga of Dust. The plain newspaper source 
is transcribed at the heacl of the poem: in June 1951 it was re- 
ported from Warsaw that an old bunker had been unearthed near 
Gdynia - Danzig of old, Gotenhafen in Hitler’s trumped-up saga; 
into the light of day tottered two soldiers, whose outlet had been 
for six years barred by a bomb; they had been kept alive by a vast 
and varied store of food and drink. As there was no water they 
had washed themselves in cognac. They had lived in an inferno 
more torturing than Dante’s hell, for it was merely the long drawn 
out fading of hope and the rotting of mind and body. The lyrics 
of his last collection, Zwischen Stern md Stauh ( 1953 ), record im- 
pressions of travel and probe into the biological and scientific 
forces of existence Atond), which even in the act of love 

and in the worship of what in nature is illusively lovely bind us 
to the dust of earth and drive us relentlessly on to what the stars 
have decreed. Es skht in tmserer Macht ( 1955 ) is a collection of 
essays on a variety of themes; the chief interest lies in the fight 
they throw on the life and trend of thought of the poet; the little 
sketch Vber die Schivierighit, am liodensee zu diehien must be ranged 
alongside Meersburger Ekgk - Hagclstange himself lives on the 
shore of the Lake of Constance. 

The classic of die Neue Sachlichhit is gotti'rit.d bknn (1886- 
1956 ). One essential fact in Bonn’s poetic make-up is that by pro- 
fession he was a surgeon - he began as an army doctor and after 
the war he was a specialist for skin and venereal diseases in Berlin. 
Certainly his method of treating reality is that of a surgeon. His 
first two volumes of verse, Morgue ( 19 *^) I’leisch (1916) have 
been classified as dissectional lyric poetry {Sektionslyrik), Bonn’s 
primitive impulse is again Sprachverz»’fiflme,' a practical man he 
refuses to handle the pretty-pretty diction of poetry and turns 
naturally to his own profession for motif and image: a poet pro- 
duces reality; to him the reality he knc,»w,s from dissecting table 
and hospital bed is packed with symbol. ITtus in one ghastly poem, 
Mann und Eraugehn durch die Krebsharacke, a doctor conducts a lady 
visitor and describes the cancer cases: 

Hier diese Keihe sittd zerfressem Sehosst 

md diese Reibe ist zetfudiene Bmst. 

Beit stinkt bet Beil. Die Schwesiem mchseln taglich. 
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Hkr diese blutet wk aus dreissig heibern. 

Kein Mensch hat so vielBlut. 

Hier dieser schnitt man 

erst noth ein "Kind aus dem verkrebsten Schoss. 

Nahrung wird wenig noch ver^ehrt. Die Rucken 
sind wund. Du siehst die Fliegen. Manchmal 
waschtsie die Schwester. Wie man Banke wascht. 

Schone Jugend handles the Ophelia motif (p. 420): a girl fished out 
of the water is dissected, and a nest of young rats is found 
the diaphragm. ’’’Ein him^erfressenes Aas’ is Benn’s lurid but honest 
description of himself. {Aas is naturally a favourite theme in this 
concretizing of sentimentality; Franz Werfel even makes carrion 
odorous in his famous poem Jesus und der AserwegJ In his Frohleme 
der Ejrik (1951) Benn discusses the origins of the lyric of today 
and derives it from Verlaine, Rimbaud, Valery, Apollinaire and 
the surrealists with Andre Breton and Louis Aragon as pathfinders. 
Benn’s liking for modern French poetry may be congenital (his 
mother was French Swiss), but it is more likely to be because by 
temperament and vocational training he is a surrealist with a sharp 
and cunning intellect that pierces straight to the core of pheno- 
mena. But as a surrealist he has outstripped all the rest in the 
ruthless and raw cruelty of his interpretation; he has a very simple 
idea that appearances are ectoplastic with das Nichts beneath them; 
he is therefore classed as a nihilist, with nihilism in the philosophic 
sense as his poetic creed, bound up with the corollary that pro- 
gressist concepts of development are mythical (Sartre’s L’Etre et 
le Niant). But das Nichts, he argues, is supplanted by art, which 
creates from the very wilderness of chaos; nihilism is therefore 
productive; the poet’s or the artist’s task is to keep his eyes fixed 
to Being as it is, not to imagined idols; and his aim must be to 
express, not the thing itself, but his contact with the thing. What 
the poet has to see and figure is the Being {das Sein) of the thing. 
Such figuring is by means of art, and for this ‘Monta^kunsf or 
‘Artismus* of expression — vhich results from an adjustment {Aus- 
gfeich') of art and life, of mind and history — a ‘Doppelleben is neces- 
sary. Benn’s nihiHstn is thus in effect a disintegration which leads 
to an integration, and the final result is a transcendence which 
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consists of the recognition of realit y and the expressing of it in 
the new form. Bonn’s apparent pessimism - life is a matter of 
instinct and fate depends on chance - is extraneous to creative art. 
The best introduction to his work for those who dare to venture 
into it is his volume of selections Tnmkeiie Vint (1949), together 
with his autobiographical and self-interpretative Doppelkben (1950). 
His early verse, collected in Caamnielte Cedichfe (1927), is com- 
pleted by Aus^zfwShlte Gceiichte (1936); Stathche Cedichte (1948); 
Frap/uenie {}<)•} 1); Desf///a//om>i(i<)^i); Aprh/t/de(i^^^);zti.dGesam- 
mlte Cedichte 1912-1926. There is the same crass realism in Benn’s 
Novellen {Cehirne, 1917), which (in intention) pierce and parcel 
the processes of an intricate mind in the way of X-rays detecting 
the lesions of a body. The cerebral elucuhrations of a young sur- 
geon crush all events from the bot>k by treating experience as 
brain reflexes. One of the institutions the hero serves is an inter- 
national brothel on the Red Sea; and throughout the book the 
relations of mind to copulation serve to show the hopelessness of 
transforming motion, mental or physical, to action without a pur- 
pose, as a third impulse between hunger and love, to restore unity 
of thought; this climax of speculation would apparently amount 
to panpsychism by way of a revival of Berkeley’s ideas. What may 
be genuine philosophy in the disquisition is side-tracked by such 
things as syllogisms derived from the blue vein running from hip 
to pubic hair on the body of a prostitute. In his book of conver- 
sations Drei alte Marnier (1949) Benn explores the existential situ- 
ation of today, and in his descriptive sketches and critical or 
philosophic prose he diagnoses the symptoms of decay: Fai(it der 
Ferspektive (1930); Nach dem Kihilismus (1952); Der Ftolomaer 
(1949); Ausdruckswelt (1949); Fnlbe Frose md Keden (1950); Essajs 
(1951). Benn’s Introduction to Das Zeitalier dtr Angst (p. 540) 
throws light on his attitude to the new literary phases. 

Perhaps the best introduction to wiEUiiLM leiimann (1882- ) 
is by way of Bildnis der llltern und erste Khidheit, one of the essays of 
his Bewegliche Ordnmg (1947), and the autobiographical matter in 
his Muhe des Anfangs (1952) and Buko/isches Tagfhuch aus den Jahrm 
1927-1992 (1948). Bom in Venezuela as the son of a commercial 
employd from Liibeck he was brought back to Germany when 
three years old. He took his Ph.D. at Kiel and was then a teacher 
in various schools, for the best part of his life in the Gymnasium 
at Eckemfbrde. He served as an infantryman in World War I and 
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was for two years a prisoner of war in England. Perhaps this is 
one reason why English literature forms so great a part of his 
culture, although, no doubt, he owes most to Jean Paul, Clemens 
Brentano, and the friend of his earlier years Oskar Loerke, whom 
he never tires of praising. It is a surprising fact that Lehmann’s 
first lyric work did not appear until fifteen years after his begin- 
nings as a prose writer. He began with novels: Der Bildersturmer 
(1917), Die Schmetterlingspuppe (1918), Weingott (1921), Ruhm des 
Daseins (1953). The action is centred in Schleswig-Holstein, but 
the problems of the cosmos loom behind the parochial scene. As a 
lyric poet he was from the first appraised as sui generis and intrin- 
sically of the first order. But it is only in recent years that this 
perception has pierced through. Lehmann’s verse is difficult; he is 
specifically and intensively a Naturdichter, and in the strict sense 
that his continuous theme is nature both for itself and as symbol 
his verse may be so recondite that for full comprehension a know- 
ledge of botany and of animal life is needed. Lehmann is a poets’ 
poet, and as such he is appraised by most of those who write verse 
today. There is no doubt that his direct influence can be traced in 
much of contemporary verse; thus there is something of his 
chthonic concepts in the verse of Oda Schafer (p. 552) and Martin 
Kessel (p. 5 5 3). It is now a matter of literary history that Lehmann’s 
first volume of verse, Aniwort des Schweigens (193 5), resulted in the 
founding of a new school of poetry, ‘die naturmagische Schule\ (To 
critics in the opposite camp ‘die SumpJ- und Moordichter’ .) Leh- 
mann’s own key to his lyric practice is, quite simply, ‘Bestehen ist 
mr ein Sehen’-, that is: to live, we must look; the existential 
principle of lyric creation is to see what nature shows and to bring 
one’s own personal observation into relation with what the great 
poets of all times have observed and dreamed into their verse. 
The real key to his creative power is that by the magic of his verbal 
rendering he transforms the world he sees. The outcome is a 
magic illumination of words : the word represents the thin g, but 
the thing is transformed by the poet’s representation of it. It is 
word magic rather than nature magic. He is a pioneer too in the 
cunningly conveyed modernity of his themes; one savours the 
nostalgic mood of a lovely poem (Goftin md Diva) with dear 
dassic contours in which he dreams himself into the grove of 
Dodona, Aphrodite and Diana and assuming that they 

have vacated their thrones to Marlene Dietrich and Qaire Bloom. 


s 
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The general note of despair in his verse of the bomber years is 
relieved by the upwciling thought: the mind still creates (M bin 
genShrt. Ich hor Gesa/ig). At first glance the facturc of Lehmann’s 
verse and stanzas is traditional, but the quickest reading brings 
home to the reader that there is everywhere the new handling of 
a radically new poet. Nor is there any change in form and texture 
as new volumes appear - Dcr grmc Ckti (1942), Enl^uckter Siauh 
(1946), Noch nicht gmtg (1950), Ohirklmthr 'fag (1954). 

The most striking feature in the verse of karl krolow (1915- ) 
is the poignancy in his pathos, 'fhe verse is for the most part so 
smoothly fluent in its traditional cadences that at first contaa he 
gives the impression of running on in the old grooves, but closer 
knowledge proves his ultra-modernity and - in some of his most 
drastic poems on post-war aspects of today - his rebellious rejec- 
tion of time-consecrated lauds and sfd't enifttional moods. He 
acknowledges the influence on his work of Drostc-I Iukshoff; this 
is less evident than that of Rilke, 'Iraki, and Wilhelm Lehmann. 
In the mass his verse is in fhe wake of Wilhelm f.ehmann’s cult of 
the interrelation of man and nature, but with surrealistic under- 
tones and existential ideology. Tlius S'/ivu finely features Dauer. 
These existential ideas are by now commonplace, but in poetry 
the idea is merely the starting-point; what matters is the poem; 
and in Krolow’s handling the notion is the .soul of the poem, not 
its framework. Gdkhte (1948) is a volume of selections with his 
volumes Hochgdohtes gtks'Lsbm (194?) and AuJlLrien (1949) as the 
staple. In ’Heimsmhung (1949) there is sometimes a poignant per- 
sonal note; Selbsibildnis i.s l^udclaircan - in the mesh of drunken 
dream the flask in the poet’s hand swells out to a ves.sel that sails 
blessedly along under tropical heavens, on to Jamaica and the lips 
of negresses at the rim of the Paradise beyond this world. There 
is a ghostly thrill here and there; as in Zersltiries Hcuu with its 
daring images and its poctization of the coarsest possible words. 
Such ultra-realism, however, is in stark contra.st with the prevail- 
ing feminine refinement and delicacy of image (as in ¥fir mein Kind). 
Die Zeichen der Welt (1951) is confessedly coloured by Krolow’s 
contacts with Lorca, Supcrvieile, Kluard, and Auden. 

FRITZ usiNGER (1895- ) began as a member of Die Daeistnbe, 
a group of young revolutionary poets and artists grouped around 
Joseph Wurth, a master of handpre.ss printing in Daumstadt; 
other members of die circle were Kasimir Edsdbnidt and anton 



THE NEW VERSE 


547 

schnack _( i 892- ), the bfodier of Friedrich Schnack, who has 
been prolific both in verse and prose. Usinger’s Gedkhte (1940) is 
made up from selections from his previous work; this was fol- 
lowed by Das Glikk (1947) and Uesperische Hjmmn (1948). His 
important essays on the literature of today are collected in Das 
Wirklicbe (1947) and Geist md Gestalt (1948). 

Another poet who combines extreme modernity of rTipmp -with 
traditional form is Friedrich georg junger (1898- ). He malrpg 
great use of the trochaic four-line stanza, familiar to us from 
Goethe’s West-ostlicher Divan, and of the Klopstockian hexameter. 
He has discussed problems of form and syntax in his Rhjthmus md 
Sprache im deutscben Gedicbt (1952); he shows that the total effect 
aimed at is to cut out the monotonous singsong of the classical 
hexameter. What remains (as in free verse not in hexametric fo rm) 
is a free blending of dactyls and trochees. Though F. G. Junger, 
like Rudolf Hagelstange, has found a retreat in idyllic seclusion on 
the shores of the Lake of Constance, he is anything but remote 
from actual problems and the Zeitgefiibl of today; indeed he is, 
like his elder brother Ernst Junger, deeply immersed in them. He 
deserted the legal profession - he was a judge - for journalism, and 
made a splash with his poem Der Mobn, which branded National 
Socialism as ‘das kindiscbe Lied rubmloser Trmkenbeif, This po em 
taken over into his first volume of verse, Gedkhte (1934), was sur- 
reptitiously circulated, and to escape from the close watch by the 
Gestapo which was the result he settled, in 1937, at Uberlingen in 
Switzerland. The verse of his first volume handles the moulds of 
Klopstock and Holderlin; in Der Taurus (1937) he shows hims elf 
a master of the narrative elegy. Der Missouri (1940) and Der West- 
wind (1946) are flanked by the twin volumes Die SilherdistelMause 
(1946) and Weinbergbaus (1947), both in four-foot trochees; they 
reflect the bucolic peace of his Swiss retreat. Die Perlenschnur (1948) 
was followed by Gedkhte (1950), a collection from previous books 
of verse. In Iris im Wind (193 2) there is a note of elementary cheer- 
fulness. Taking him all in all the outstanding quality of his verse 
is energy; his main motifs are fire, fierceness, violence. With this 
goes his withering contempt for the masses. He is indeed an out- 
and-out aristocrat, to whom the great enemy today is Demos, 
whom he compares with rats: ‘Was ouch die Latte tut, | Sie wird 
nkhts mehren. \ Und fate sie noth mebr | Sie wird nur ^ehren’; or with 
grubs that gnaw at the root of life and whose aim is to draw 
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everything down out of the light into the dark. In such poems as 
Brautlied and Medea (in Der Westmud) there is .sexual symbolism 
identical with that of l.ilisaheth f-anggas-ser; sex or the womb is 
Hades. As a writer of fiction I’. Cl. J linger began late with the 
short stories of Dahmtinische Kacht (1950) and Die Pfauen (1952). 
Of his essays, Vber das Kowische (1938) is audacious in its negative 
approach to all comic elements in literature - humour, wit, cari- 
cature, paradf)x - as compared with the beautiful; the line of 
argument, however, is not so incisive as that of Cleorgc Meredith 
in An Essay on Comedy and I he Uses of 1 he Comic Spirit. The leading 
idea of the essay Griechhche GoV/c/- (19.4 3) is that the idea which the 
Greek gods represent - the ideal of heauti (Schiller in his poem 
Die Goi/er Griechenlands says the same) has been defaced by modem 
science and technology. 'I’his iilealization of Greek concepts is 
followed up by Ti/anen (1944) and Grkchische My /hen (1947), and 
in a more drastic sense by the attack on the S'hitomatismus' of 
today in the essay Die Perfektion der 1 'echnik ( 1 946) and Maschine 
mid Egentum (1949)- He brands this frenzied mechanization as 
‘demonic impulsion’, and argues that it will lead to the anti-State 
and inevitably to the .self-destruction ot" man. lie secs in this 
perfection of technology a modernization of the Greek myth of 
Prometheus, who angered the gods by bringing down fire from 
heaven. Orieni und Oks/ident (t94K) is ilevoted to Klopstock and 
Martial together with Persian and other oriental poetry, while 
Mieteysche (1949) maintains that the philosopher can only be under- 
stood if the whole man and the whole ma.ss of his work is grappled 
with. 

PAULA VON PRKRADOvic (1887-195 1) will bc rememltcrcd as the 
author of the new national anthem of the Bundesrepublik of 
Austria: Land der Berge, hand der StrSme. As a lyric songster she 
began full-fledged with Sudlicher Sommer (1929); this, with Dalma- 
timsche Somite (1933), is verse directly inspired by the racial and 
landscape poetry of Istria and Dalmatia, where, though she was 
Viennese bom, her youth was pa.ssed. Her verse i.s collected in the 
three volumes of Verlorene lleimai (1949; the ‘lost homeland’ is 
the coast and the shimmering islands of Dalmatia), Schkksalsknd 
(1952; mainly lyrics of Austria’s iMdense^eit from 1934 to 1948, 
grim pictures of Vienna in the grip of war -• air-raids, dug-outs 
and the rest), and Goii md das Hefx (1952, poems laid on the altar 
of the Catholic faith as the saving power tjf her third, her spiritual 
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homeland). Great originality and experimental daring - modernist 
innovation with outwardly an old technique - show in her novel 
Pave undPeTo (i 94®) 5 it is a vie romancee based on the correspondence 
(in the 1850s and thereabouts) of the author’s grandfather Petar 
Preradovic, a general in the Austrian army and the national poet 
of Serbia (or perhaps, more narrowly, of Croatia), with his Italian- 
born wife Pave de Ponto. There is a strong academic interest, 
palpably for Slav scholars, but also for German specialists: there 
is a visit paid to Petar Preradovic in Vienna by the best-known 
collector of Serbian songs, Vuk Stefanovic, whose painstaking 
work Goethe praises in his essays. Jakob Grimm learnt Serbian 
from the grammar Vuk had written; and then Grimm, Vuk and 
his daughter, and Goethe translated these strange old poems into 
German verse. The short stoty Kdnigslegende (1950) is in substance a 
Serbian ballad in prose; a tribal king is defeated by the Normans of 
Dalmatia and is taken to a small island where he lives in a fisher- 
man’s cottage and ends contented with the fisherman’s calling. In 
Die Versuchung des Columba (1951), another short story, the Irish 
missionary is visited on the island of Iona by a girl from the 
heathen wilds of Donegal; she had been betrothed to him as a 
child, and now, pulsing with the vigour of her healthy fife, she 
has found him out in his island fastness and tells him she has come 
to claiin her man and her children. She comes near to sweeping 
the saint off his feet; not because he is a man in the flower of his 
youth, but because she has hung a bundle of aromatic herbs round 
his neck in memory of the old homeland; and these herbs are 
bewitched. They are removed and he is once again a saint; she 
too had been bewitched while she had the herbs on her breast; 
now they are removed she can repent, and she dies in lashing 
gales on a barren rock off Iona. 

Existentialism is not glaringly prominent in the lyric verse of 
HEINZ PIONTEK (1925- ) ; h® rather represents a new type of drastic 
realism which is transformed to symbolic significance by the total 
import of the poem. He is by birth a Silesian, and the Silesian 
landscape with its Slav frontier comes into the staple of both his 
verse and his prose. His first verse volume was Die Furf (195^); 
the title is taken ftom one of the poems which is obviously b^ed 
on the recollection of the poet as a soldier fording a shallow river 
just as, one assumes, he is still wading through the endless and 
perilous ford of daffy existence. The main impression of his lync 
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individuality is that of an impressionistically coloured idealization 
of landscape, wistfully lovely or perhaps ironically tinged as the 
component elements of the total picture pass before the reader’s 
mind, and with the inwrapt meaning unfolding as a single truth 
as the parts merge into a visualized whole. Thus in Der Bamrheiter 
we have a ruthless sun-’ey of the tricks and habits, when on duty, 
of a builder’s labourer of todaj' : 

liebsten er s/HJ auj der JMtrine 

und liest die k/di/risfs Papier: 

itEQvischen sncht ihn :^prid;f der Po/ier - 
im Leerlauf kairsch! dvr Stahl der Mischmaschim. 

And so forth. And then, as the pf)em ends, what passes through 
the rudimentary mind the fellow has: 

SePs drum! lir pibt den Pjramiden Dauer, 
die Towerquadern srhmt'r::^en ihn im Crijf, 
frith hilft er einem Paniheonenbantr, 
in China site^i er auf der Grossen Matter 
und war let auf den 1 ‘eierahendpfijf. 

Here, as often in Piontek’s verse, it is the last line that tells or 
bowls one over. Piontek’s metrical technic jue varies: the earlier 
lyrics are strictly traditional in form, faultlessh' rhymed and rhyth- 
mically smooth; then we have a stretch of unrhymed verse with 
lines of unequal length, this genre too as old as Gfjethe and differ- 
ing only from the older pattern in the more pointedly impression- 
istic purpose and in the strict concetitration; these pcjcms are 
essentially thumb-nail sketches of chases rues and passing as on a 
television screen. The technique remains constant in '^mhfahne 
(1953). There is grim realism; thus in Pferdtfimpp Piontek builds 
up a picture of a stable-boy at his routined jo!>s and the effect of 
each one of them on him; the instances and the stable slang are so 
shockingly new that the total effect is that of an undiscovered 
world. One salient feature - as in Piontek’s vcr.se generally - is 
that the succeeding instances .seem so distanced from one another 
in the far-fetched relativity of the linked concepts that the reader’s 
mind leaps from impression to impression; this Piontek justifies 
learnedly by a saying of Heraclitus (placed as a motto at the head 
of one of the poems) that evcrj'whcrc everything is linked and 
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chained in floating impressions. In Das Mahl der Strassenwarter the 
chain of sensations is concentrated in the short time of a meal of 
road-menders by the wayside, but imaged in the four quatrains is 
the state of mind of the roughest class of workmen and tVi^ir 
robust savouring of existence: Die Kaffeekame gluckst, die Krusten 
hrechen, \ dem Alien hangt m Bart das gelbe Ed, | der Ziegenkdse hindert 
sie beim Sprechen, \ der Mittag ^ebtals Butterduft vorbei. In the series 
Vergangliche Bsalmen, with which the volume ends, the mood deep- 
ens, but the instances still leap, as in the psalm that answers the 
question Was ist der Tod? - it comes between love and riot, to a 
table in the Express Gaft, at 5 .0 a.m. in a prison yard, under a roof 
of leaves shattered to shreds in Vietnam, and - ‘ich finde ihn herbst- 
lich im verwesendenBram alter Bdume' (the softly drifting sad rhythm 
of this last line aptly sums up the foregoing short-lined instances). 
In Wassermarken (1957) once again the far-fetched relativity of the 
linked ideas sums up to a symbol of existence. The titular poem 
visualizes the height of the tide or the depth at a given moment of 
the rolling river of time which sweeps us along. In several of the 
poems, if they are taken together, there is a poignant vision of 
soldiering through the centuries. There is a lighter lift of rhythm 
in the second section, Ostliche Bomasn^en, in which the scene shifts 
to the Slav frontier and the rude pains and passions of low life, 
as in Der besoffene Korschinskj, the life-story of a besotted and be- 
draggled beggar. Vor Augen (1955) attempts a new technique of 
symbolic prose; in several of the Proben and Versuche, as the two 
sections are entitled, there may be the rough contours of a hinted 
short story, but in the generality of the ‘probing experiments’ we 
have characters and a situation but no ending - the narrative breaks 
off at a critical turn and the reader is left to think out for himself 
the inevitable ending. But, as in the sketches Dnterwegs and Ver- 
sprengt, Everyman is represented by a soldier on the Eastern front 
who has deserted or has lost his regiment - the endless Russian 
plains where he has campaigned stretch behind him and before 
him stretches an end as far beyond his reach as is the place where 
his cradle lay: Everyman is a displaced wanderer, or an Argonaut 
sailing to a mythical horizon. All the same there is in the more 
typical of these gloomily toned tales {Proben) a defiant ring of 
courage: the war is lost and all is lost, but Vberstehen must be the 
watchword {Icb mrde den Kreig iiberstehen. ...Id will leben, icb babe den 
Mut da^u). Thus we have before out eyes {Vor Augen is the title 
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nf W ^Tr ^ T hcmic wili to survive u-hich is the secret 
of West C,ermany s place m the world todai-. And clearly iZ 
Aage/i must be ranged with the Sachhicsslihra/m-. Stylistically 
though m the three sketches grouped as Obcrschlesische Pros/Z 
have colourful vignettes of Piontek’s Upper Silesian homeland - 
the prose is shorn and clipped to staccato sentences and dialogue 
while the language is often that of the commonest speech so that 
all this constitutes a challenge to established narrative style 
Apart from being a painter and a sculptor ruth sciiaumann 
(1899- ) IS popular as poet and novelist. She is a convert to 
CaAohcism, and thus it is natural that there should be a strong 
religious element in her work, as in the verse volumes Per Knostel 
Das Pm Rc/wz/a/;' (1927), Dk Tenne 

( 931), (1957). 'Iliere are post-war moods of 

sadiicss an mid Tros/ (1947). Her prose fiction blends the 
Ideals of home, the tasks of wife and mother, with her svmboliza- 

/ r 

blubrndeStab (1929). m..\iue, ,.,:,sk kasghniti^ (1901- ) collected her 
poems from a period of twenty years in Ccdkhle (1947). The feel- 
ings of the war and its aftermath come out strong])- in her work 
as in (1946). She proves her mastery of free rhythms 

above all in lukimjtsmusik (1950). Of her novels l.kk /vw>/«/ tends 
to autobiography; Gustmi, Coiirki (i 950) is devoted to the life and 
times of the hench painter who in 1871 was exiled for his par- 
ticipation m the revolution against the government of Thiers (la 
Commtm) oda schAfer (1900- ) is best known for her verse 
r?' written fiction (Dk Kaskimnhwspe, 1948; 

1948; /wwer/e//f, 1949). She is well known for 

note of personal experience - he was an American 

with r ~ ); it begins 

Setrtlf ’ Gebdfk (1948) the poet’s life in 

of fifth IS described with unrelenting realism. It reeks 

a. in fh’Z 1.“° tbe «mp did; but there arc moments of relief 
■/ which begins with ‘Dk 

one eighth per prisoner, and then goes 
honfI’« Tw ®”teil of the kitchen in child- 

mother’s apron - Vb Ofemame, 
f^e . , . The limit is reached in Lairine with its third 
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stanza that made case-hardened German critics squeal: Irr mir im 
Ohre schallen | Verse von Holderlin, | In schneeiger Rjemheit spiegeln I 
Wolken sich im Urin. But there is pure poetry in such a poem as 
Abends am Zaun - a masterpiece. Eich still fuses near and distant, 
present and future, in his other verse book, Untergrundbahn (1945), 
For the rest he is the writer of numerous radio plays {Hdrspiele\ 
which he has contrived to enliven with inventiveness. 

Of the humorous poets of today one of the best known is 
ERICH KASTNER (see p. 374). Very popular, too, is the rollicking 
verse of eugen roth (1895- ):Ein Mensch (1935), Die Frau in der 
Weltgeschichte (1936), Der Wunderdoktor (1939), Mensch und Un- 
mensch (1948). He also writes serious verse, for the most part wist- 
fully recording the season’s moods: Traum des Jahres (1937)3 Rose 
und Nesse/ (1951); and Novellen: Das Schwei^erhdusl (1950), tales 
and anecdotes from the years of his boyhood in Munich. Birfoon- 
ery runs riot in the rhyming of the itinerant cabaret mime joachim 
R iNGELNATZ (1883-1934), whose pet pose was that of a drunken 
sailor; his seafaring in early years provided him with the matter of 
his Kuttel Daddeldu (1933). IJis Clownerien are collected in . . . und 
auf einmal steht es vor dir (1950); a good approach is Ausgewdhlte 
Gedichte (1950). Another Brettl-Dichter was fred endrikat (i 8 90- 
1942); he began with Die Jusfige Arche (1935)3 a ^Tierfibel fur Jung 
und Alfy and continued with Hochst weltliche Sundenfibel (1939), 
Lieder/iches und Djrisches (1940), and Der frohliche Diogenes (1942). 
Verse und Lieder (1949) is a selection. 

Lack of space alone prevents an adequate appreciation of other 
lyric poets, some of them young but forging ahead. A good intro- 
duction is the Kcchm^LSithologj Deutsche L^rik der GegenjvartJi^^ 5). 
KURT ERICH MEURER (1891- ) is available in his Cellokons^ert. Aus- 
gewdhlte Gedichte, paul celan (1920- ), a Slav by birth (bom at 
Czemowitz in the Bukovina), made a good beginning with a 
volume of surrealist verse, Mohn und Geddcbtnis (1952); his aim 
is to shadow forth the intimate interrelationship of things. 
A selection of peter gan’s (1894- ) poems (P/> Windrose^ 195 5; 
Die Ho/underfote, 1941) is now available in an Inselbiicherei num- 
ber : Preis der Dinge, Vom Dichter ausgewdhlt (1956). There is some- 
thing of Wilhelm Lehmann’s chthonic concepts in martin kessel’s 
(1901- ) Erwachen und Wiedersehen (1940) and Gesammelte Gedichte 
(1951). WALTER hollerer’s (1922- ) expressed aim in Der andere 
Gast (1952) is to create ^Bilder fur Bildloses\ 
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Of the Austrian lyric poets, mans nuchtern (1896- ) has written 
many volumes of verse, from irVe mir\i tont von migefdhr (1915) to 
Xwischen den Zeikn (1950). johann guni-rt’s (1903- ) form is 
throughout traditional, as in his first book of verse IrdhcheLitanei 
(1945). Das Lelwi dcs Makrs V'incent ran Goj>h: Erne Dichtung in ]o 
Ereignissen (1945) points forward to that familiarity with the paint- 
ers of all lands and all ages which is to lie the mark of Vberallauj 
utmrer Erde (1951); typical is IknernhociK-eit, which drastically re- 
produces Breughel in the manner of Verhaeren’s Lw jlamandes but 
also Flanders as Verhacren knew it. Of the women poets of Austria 
KATHE BRAUN-PRAGHR (i888- ) is ccjuallv painter and poet, and 
therefore it is natural that the landscape moods of her native land 
should be visioned in her verse; this is true even of the section 
England ipSP-^P 4 P> written while an exile, which we find in her 
volume of selected poems Skrn im Selme ( 1 949) ; even in the poem 
Kbdin in der Pre/nde she secs the snow-capped mountains when she 
spreads sugar on food. She has taken over the doctrine of her 
brother Felix Braun that ‘living is hwing’, and this is the inspira- 
tion of her extensive anthology (verse and prose) JJek: Das Mass 
der Liehe isf Lkhen ohne Mass (1952) as it i.s of the companion 
anthology, compiled in collaboration with her brother, Das Buck 
der Matter (i 954 )- erika MirrivRiot (1906- ) began with Dank des 
hebens (1930, which includes her world-famous correspondence 
in verse with Rilke. She is best known for her novels (Hoknsonne, 
1933; Der Iklrst der W'elt^ 1940; W’ir sind aJiein, 1945; Die nackte 
Wahrheit, 1951). hermen von kleeborn (1908- ) after her Gedichte 
(1947) established herself as an essayist and translator (Rimbaud, 
etc.). The inspiration of Christine l.want’s (1915* ) DieBettler- 
schale (1956) is strongly Catholic in its refined symbolism. Of the 
same age is Christine busta (1915- ), who has firmly fixed her 
reputation with Jahr{x^^o); DerRegefdmm(i^^i);Lampe 
md Delphin (195 s), as a still younger poetess, ikgeborg baciimann 
(1926- ) has done with her Die gfstiaidele 2 eit (1953), Anrujmgdes 
^ossen Baren, and Die S theme der Vogel (1958). 
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303, 508, 538 
Bartels, Adolf, 347 
Barth, Karl, 446, 501, 539 
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BeHmerrommi, 7, 77^, 3i7>«-20 
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354^, 379» 429 
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Braun-Prager, Ksithc, 554 
Brecht, Bert(olt), 384, 398!?, 493 
Brehm, Bruno, 378, 526 
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Bruckner, Ferdinand, 405 
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Busch, \XlIheIm, 65, 67, 246 
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Bynm(ism), 3, 13, 23, 27, 33, 39, 108, 
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Calderon, 214, 224, 301, 412 
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Casanova, 218, 225, 235-6, 264, 384, 
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Cath«>licism, 289, 336, 339ff, 373,418, 
438, 446, 459tr, 473, 481, 487, 
518, 548, 552 
Ccian, Paul, 553 
Ccnci theme, 271, 519 
Cervantes, 258, 317, 587 
Clhimktermmm^ 79, 279 
Charles Quint, 497, 519, 520 
CJhmmiiker, dk\ 154!!', 425 
chastity, 591 2 
chiliasm, 369, 417 

C.’hincse colouring and themes, 60, 
399» 400 
poetry, 117, 134, 363 
(du’ist, see Jesus 
C^hfist novels, 229, 349, 352-3 
Christumity, 4, 96-7, 99, 100, 102, 
S04, X42, 145, 163,356,412,432, 
487 

colonial novel, 355, 357-8, 377ff 
communism, 80, 224, 308, 363, 368-9, 
3 ^ 4 , 394 - 5 , 39 «. 434 » 474 , 482, 
493 * 53 * 

concentration camps, 431-2, 434, 
475-6, 493 

<!onrad, Michael Georg, 14, 33, 65, 
74 , 1 % ^ 

Conradi, Hermann, 15, 84, 107 
consistent naturalism, 63 ; — realism, 
8, 16 

continuity, 430. See Diskontinmm 
contraries, identity oi, 449, 466 
converts to Catholicism, 90, 339, 368, 
44 j, 446, 473 ^ S*8, 552 

— to Protestantism, 501 
cosmic impressionists, 156, 2428*; 

— poetry, 418 
Croissant-Rust, Anna, 84-5 
Csokof, Franx Theodor, 408- n 

dadalsts, 365, 449 
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dance of death, 216, 223, 286, 319 
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183, 293, 420, See Hermann 
Bang, J. P. Jacobsen, J. V. 
Jensen, Kierkegaard 
d^Annunzio, Gabriele, 68, 130, 139, 
306, 363, 371 

Dante, 43, 138, 140, I43> 15^, 216, 
218, 329, 373 

Darwin(ism), 3, 4, 20, 21, 23-4, 27, 
52, 61, 76, III, 115-6, 199, 296, 
444, 454 

Daubler, Theodor, 156, 192, 210, 
248ff, 402 

daughter-father conflict, 47 
Dauthendey Max(imilian), 21 1, 245fF, 
257> 280, 377, 470 

death, 137, 166, i79fF, 214, 216, 220, 
236, z 6 i; see dance of death 
decadence, 69, 75!?, 104, 215, 230; 
(Viennese) 21 off 

Dehmcl, Ida, 113, ii7ff, 123, 243 
Richard, 59, 69, 71, 84, 103-4, 
io9ff, 142, 206, 243, 279, 370, 
418-9, 424, 468 
demonism, 34, 69, 283, 510 
depersonalization of the lyric, see 
BMtichmg 

detective novel, 305, 350, 480 
deutsche Michel ^ der, 31, 268, 289 
Deutsche Theater, das, 11-12, 29 
dichotomy, 507, 512 
Dickens, Charles, 78, 292, 320, 352, 
353-4, 384, 505, 512, 522, 524 
dictators, 253, 259, 263; see Hitler, 
T errordiktaturen 

Diesseitigkeit, 181, 199, 277, 5^7, 512 
Dilthey, Wilhelm, 442 
Ding an sich, das, 66 
Ding', -gedichte, 192, 194; -seek, 175 
discontinuity of form, 361, 365 
Diskontinuum, das, 450 
Dithmarschen, 346, 351, 353, 555 
Doblin, Alfred, 367, 486 
Dodcrer, Heimito von, 504ft 
Don Quixote, 387, 439 
Doppelhddigheit, 410, 450, 463, 502, 

507, 527 

Doppelganger, 73 

Dorji -id^le, 42, 397; -novelle, 10, 44, 
346 

D5rfief, Peter, 43 « 

Dormann, Felix, 210ft 


Dostoieffsky, F. M., 15, 288, 300, 
384, 451, 480, 507, 510 
Dowson, Ernest, 122, 139 
Drama des reifen Zustandes, 26 
dramatic technique, 25-6, 28-9, 
219-20, 25 iff, 388 
Dreyer, Max, 52, 80 
Dritte Keich, das, zSj, 361, 369, 445, 
466 

drifter Humanismus, 145 
Droste-Hiilshoff, Annette von, 120, 
500, 541, 546 

Diihring, Eugen, 102, 441 

Duino, 163, 197 

Durch (the club), 21, 42, 79, 255 

East Prussia, 16, 44, 47-9, 342, 43® 
Ebers, Georg, 74, 343, 381 
Ebner-Eschenbach, Marie von, 8, 

lo-ii, 45, 347 
Eckhart, Dietrich, 426 
Edschmid, Kasimir, 33, 248, 36ifF, 
364, 378, 435, 54<5 
Egidy, Moritz von, 77, 80, 524 
Ehe^u Drift, 27, 38, 117-8, 258, 272, 
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Ehrenstein, Albert, 161, 425 
Eich, Gunther, 552-3 
elective affinities, 466, 468 
elementary teachers, 274 
Eliot, T. S., 278, 405, 449, 53M 
Eliafismus, 155-6, 520, 529, 540 
Elizabethan: — dramatists, 219, 228, 
270, 398, 405 ; — poets, 21 1 
emancipation of the flesh, i, 5, 32111 
Endrikat, Fred, 553 
Ends til, 150 

enjambment, 145, 149, ^®7 
Enoch Arden theme, 272; see Heim- 
kehrerroman 

Entheroisierung, 304, 383 
Enfichung der Lyrik, 1^2 
EntwicMungsroman, 304, 432, 486 
Epigonendrama, 2, 1 3 
Erlebenisgedichte, no, 186 
Erlosungsdrama, 259 
Ernst, Otto, 17, 44, 

Paul, 32, 251, 262-3, 266 
eroticism, 28, 45, 6off; see senile ero- 
ticism, sexualism, love 
Ertl, Emil, 349 
Er^ehungsroman, 254, 258 
Eschenbach, Wolfram von, 51, 134 
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Eulenberg, Herbert, 27, 33, 269, 
27off, 367 

Euripides, 95, 220, 370 
evolution, doctrine of, 3 ; see Darwin 
Ewers, Elans Eleinz, jxff, 378 
e3}7£e WkderkehTy dk^ 101-2, 315 
examinational tyranny, z8o;see school 
literature 

existentialism, 412, 446, 448ff 
B,xistefi^plniosophk^ 449 
exotic literature, 33, 72, 245 ff, 247, 
377ff 

Experimentalroman, 75 
expressionism, 20, 88, 104, 335, 359^, 

388fr 

factories, 78, 80, 394; sec machinery, 
A rbeiterdlchiung 
Facke/, Dky 92 
Falkc, Gustav, 109 
Falkentheork^ 258, 272; sec Kovdk 
Fallada, Hans, 375-8 
Fascism, 372, 463, 493 
fate, 25 iff, 260, 295 
fathers, sons and daughters, see son- 
father and daughter-father con- 
flict 

Faulkner, William, 531 
'Faust, I, 3, 4, 102, 316, 355, 370, 443, 
470 

Fcchncr, Gustav Theodor, zi 
Fcderer, Heinrich, 350 
feminism, 3 21 ff; see Fratienbeu'egung 
femme incompnse^ 214, 234, 297 
fertige Charaktere^ 26, 155, 258; see 
Nope/le 

Feuchtwangcr, Lion, 307, 384, 398, 
428 

Feuerbach, Anselm, 3x2 

Fischart, Johann, 272 

Flaischlen, Casar, 79, 83, loi 

Flake, Otto, 364-5 

Florence, 161-2, 277, 311, 362 

Flugdkhtung, 34, 43, 250, 533-5 

Fock, Gorch, 354 

Fontana, Oscar Maurus, 526-7 

Fontane, Theodor, 6, 7, 17, 342 

Forel, August, 37 

Forster, Georg, 343-4, 377 

Franck, Hans, 266 

Frank, Bruno, 257, 386-7 

Frank, Leonhard, 33, 293, 364, 365-6 

Frapan, Use, 274, 322 


Fratmihemgung, 60, 3 2 iff 
Framn/jassery 71, 135, 141 
Frederick the Great, 35, 367, 387 
free rhythms, 18, 109, 155-6, 520, 
540,547,552; see Eliotismus 
Freiberg, Siegfried, 530-1 
Frck BidjnCy Dk, 15-14, 17, 25 
Freie Volkshuhne, die, 92 
frek I'ersfnlhmg, 155, 540-1 
Frciligrath, Ferdinand, 19, 20, 155, 
245, 393 

French influence, 104, 123-4, 127; 
Apollinaire, Aragon, Breton, 
Sartre 

Erenssen, Ciustav, 45, 83, 106, 229, 
349, 35Xtf, 379 

Freud, Sigmund, 32, 220, 222, 361, 
404, 417, 441-2, 449, 507, 543 
E'reytag, Ciustav, 2, 6, 45, 354 
EVy/iw, der^ see Hitler 
l‘ulda, Ludwig, 44, 48, 50-1 

Galsworthy, John, 7, 268 

Gan, Peter, 553 

Ganghofer, Ludwig, 349ff 

Gawan, 273, 291 

Gehrawhsijrik^ 426 

Ckdmtkeni ^drama^ 268; “poeste, no, 

, 423 » 53G -romaN, 6 
(k*ibcl, Emanuel, 16, 307 
CJeorg Vf>n Meiningcn, Duke, 1 1 
George, Stefan, 5, 44, 84, 103, 117-8, 
X22ff, 157, 167, i8i, 194, 206-8, 
217, 224, 227, 329, 417-B, 442, 
46S, 516 

Ceorgeemer, dk, 1 5 1 ff, 211 
G6rardy, Paul, izj 
Gerstiickcr, Friedrich, 377 
Gessner, Salomon, 95 
Gilm, Hermann, 166 
Ciiiiitkey, Frmz Karl, 163, 209 
Gkim, J. W. L., 272 
Gobineau, Joseph Comte de, 99, 104 
God, nature of, I73lf, 459; sec Cok- 
s$ 4 chr 

Gocbfoels, Dr., 148, 473, 504 
Goering, Hcinhard, 395 
Goes, Albrecht, 500-1 
Goethe, Johann Wolfgang von, 3, 12, 
27, 41, 74, 87, 102, 109, 110, 139, 
140, 147, 157, 169, 234, 291-2, 
312, 3x6-7, 322, 327, 397*4^5-»> 
467, 469, 473, 547 
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Goetheanum, the, 443 
Goetz, Wolfgang, 32, 407-8 
Goncourts, the, 14, 82 
good and evil, problem of, 99, 180, 
466, 473. 480 

Gottfried von Strassburg, 277; see 
Tristan-Isolde-Mark theme 
Gotthclf, Jeremias, 347 
Gottsucher{tiim\ 142, 267, 297, 304, 
307, 348-9, 355 , 361, 381, 417 
Gotz, Kurt, 408 

Graf von Gleichen, der, 27, 238, 270 
Grail, the, 155, 273, 459 
Greece, (ancient) 40, 41-2, 133-4 
Greek colouring and influence, 38, 
139, 140, 142, 214-5 
drama, 394, 405, 412 
metrical forms, 15-16, 536-7, 547 
Greif, Martin, 105 
Griesc, Friedrich, 274, 430 
Grillparzer, Franz,! 2,26,3 2,76,21 2, 
214, 322, 407 

Grimm, Hans, 354, 361, 379-80 
Grimm, Jakob, 148, 549 
Grisclda theme, 32, 34, 342 
Grogger, Paula, 359 
Gross stadt'. -poesie^ 15, 20, 78, 169, 
417; -roman, 78-9, 346 
Grotesken, 54fF, 64, 197, 293 
Grotb, Klaus, 106 
Gr under turn, 2, 78 

Gundolf, Friedrich, 116, 126, 129, 
132-3, 136, 139, 141, i 43 > 152 
Gunert, Johann, 461, 554 
Gunther, J. C, 62, 195, 480 
Gutzkow, Karl, 4, 41, 262 

Flaeckel, Ernst, 3, 20, 24, 27, 329 
Hacckcr, Theodor, 446 
Hagclstangc, Rudolf, 541-2, 547 
Flahn-FJahn, Ida, 321 
Hakenstil, 150, 537 
Halbe, Max, 44, $0, 351 
Halbexpressionismus, 397 
Hamann, J. G., 269 
Hamburg, 63,109,1 10, 322, 327-8, 363 
Hamlet, 13, 39, 45 ^ 

Hamsun, jkinut, 430, 501 
Handel-Mazzetti, Enrka von, 239, 
289, 33 ^ft 340 
Hahsjakob, Fleinrich, 350 
Hanstein, A. von, 16, 21 
Harden, Maximilian, 15 


Hardt, Ernst, 27, 238 
Hardy, Thomas, 346-7 
Hart, Heinrich and Julius, 13, 14, 19, 
20, 21, 22-3, 60, 79 
Hartleben, Otto Erich, 7, 15, 27, 
62ff, 63, 115 

Hartmann von Aue, 31, 258, 330, 
366, 529-30 

Hasenclever, Walter, 389 
Hattingberg-Riechling, Magda von, 
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Hauptmann, Carl, 23, 51, 61 

Gerhart, i, 5, 12-13, 17-18, 21, 
24fF, 54, 70-x, 74, 77, 89, 142, 
172, 219, 221, 229, 255, 262, 274, 
277, 279, 292, 297, 325, 369, 378, 
388,394,397,4^8,440, 479 
Haushofer, Max, 21 
Hausmann, Manfred, 500, 501-3 
Hebbel, Friedrich, 4, 12, 32, 48, 106, 
I37> 170* 251-2, 253, 254, 

259, 260, 263-4, 266, 268, 347, 

355 > 525 ^ 

Hebei, Johann Peter, 275, 367 
Heer, Jakob Christoph, 17, 350 
Hegel, G. F. W., 55, 266 
Hcgeler, Wilhelm, 81 
Heiberg, Hermann, 79 
Heidegger, Martin, 448, 539 
Heiligenlegenden, 330, 337, 340 
HeimatkMnst, 274, 536, 346ff, 379, 429 
Heimhehrer, 484 ; -drama, 395,398,481; 

-roman, 345, 3 ^^> 383* 434 , 482 
Heine, Heinrich, 28, 109, 119, 164-5, 
294, 382 

Heinse, J. J. W., 306 
Heiscler, Bernt von, 411-12 
Henry von, 474 

Heldenlosigkeit, 23, 26, 28, 44, 232, 344 
Hellenism, 41, 1 5 5 Neo-Hellenism 

Hemingway, Ernest, 450, 482 
Henckell, Karl, 15, 20, 418 
Henz, Rudolf, 529-30 
Herder, J. G., 20, 102, 137, 441 
heredity, 3, 25, 27, 432; see Darwin 
(ism) 

Hermann, Georg, 317-20 
hermaphrodites, 249, 274, 285 
Herren: -mensch, -moral, 293 
Herzog, Rudolf, 104, 354 
Hesse, Hermann, 17, 33, 257, aSifi, 
289, 314, 40i> 428, 448, 4 <^ 5 , 471, 
485 
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Hcym, Georg, 420-1, 448 
Hcymcl, Alfred Walter, 61-2 
Hcynickc, Kurt, 425 
Heyse, Paul, 4, 5, 60, 65, 257, 281, 
326 

Hillc, Peter, 22, 37, 50-1, 61, 336 
l liiler, Kurt, 425 
Hindemith, Paul, 425 
llirschfcld, Georg, 52^ H3 
historical drama, 2, i r, 1 3-14, 29, 48, 
407-8 

novel, 2, 307-8, 331, 381!!* 

Hitler, Adolf, 55, i j;, 148, 157, 155, 
383, 386, 404, 406, 426-7. 44$, 
445, 464, 488, 493, 494-5, 504, 
530,536,539,542 
Hochwiildcr, Pritss, 4i2fr 
Idofburgtheater, see Burgthcatcr 
Hoffmann, T. A., 71-3, 217, 300, 
328, 362, 473 

Hofmannsthal, Hugo von, 84, 89, 
128, 130, 136, 153, 170, 172, 
aroff, 229, 232, 259, 240-1, 26 1, 
2(34, 301, 327, 503 
Hohenzolicrn plays, 13, 395-6 
Hohenzollcrns, 13, 308 
Holderlin, Friedrich, 5, 53, 122, 146, 
257, 276, 282-3, 3^4» 42*, 52$, 


^ 537> 347* $53 
Hdllcrcr, Walter, 553 
Hollander, Felix, 80, 81 
Holstein, 106-7; Schleswig-Hol- 
stein 

Holthusen, Plans Figon, 153, 538-40, 
540-1 

Holy Grail, 134; see Grail 
Hok, Arno, 14, xsfF, 18-20, 22-3, 25, 
42» 85* ^01, 154-5, 256, 417 
Homer, 125, 153 
homme incompm^ 27, 29 
homosexuality, 140-1, 216, 229, 307, 


3p, 374 

Hopkms, Gerard Manley, 541 
Horspiek^ $$^-3 

Huch, Friedrich, 17, 283, 29 

Ricarda, 257, 283, 289, sasif, 38 
Rudolf, 289, a92fF 
Huggenberger, Alfred, 350 
Hugo, Victor, i, 18, 20, 49, 214 
267 

humorists, 246, 553 

humour, 49, 6sff. $70. $53 

Husserl, Edmund, 442 


Huxley, Aldous, 461, 464, 486 
Huysmans, Karl Joris, 62, 70, 76 87 
220 * * 
hymns, 278 
hypnotism, 231, 503 

lamhcndrama^ 13, 251, 5I9--20 
Ibsen, Henrik, 4, 12-13,25-7, 52, 63, 
89, 123, 172, 233, 253, 262,328,’ 

331. 559. 361 

Mi-. bihe/mfi, 77, 103-4, 137 
hkaulrama, see Gedimkendrama 
idylls, 42, 376, 394 
impressirmism, 3,6, 77, 87, 108, 1798; 
226 

incest, 33, 38, 62, 70, 222, 271, 283-4, 
394» 47f> 

Insel^ Dk\ 62, 278 
irony, 282, 288-9, 305 ff 
Italian inllucnrc and colfjuring, 123, 
248 ^50, 281, 305-6 
Italy, 161-2, 173, 177, 215-6, 256, 
294, 525-6, 351 

Jacobsen, Jens Peter, 130, 159, 183, 
208, 247, 450, 501 
Jacques, Norhert, 377 
Jahnn, I hms I fenny, 368, 403-5 
Jakobowski, Ludwig, 20 
Jaspers, Karl, 448, 449 
Jean Paul, see Richter 
Jens, Walter, 4H8-9 
JenseiHgkeii, iSi, 199, 507, 512 
Jensen, Johannes V., 355 
jerschke, Otto, 1 7, 20 
Jesuits, 369, 410, 413 
Jesus, 25, 35^4, 43, 78, So-i, 142, 
161, 177, 191, 229, 256, 261, 341, 

^ H9» 5$2, 366, 371, 381, 397 

Jews, 7, 20,52,72,79,91-2, n4> 117, 
151-2, 210, 22B, 235, 237, 255, 
262, 281, 286, 299, 300, 5x8-20, 
340, 366, 371, 374, 381, 383-4, 
386, 428, 441, 445-4> 45 459> 

, ^ 47Si 476, 49 h St$ 

John the Baptist, 48, 222 
Johst, lianns, 360, 428 
Journals: Dk Akkm^ 425 ; B/ekkr fur 
dk Kumf, 1 1 7, 1 28-9 ; Dk FaeJkel, 
92 ; Fikginde B/dker^ 65 ; DkFrek 
Dk Nem Ruddsc/jau, 1 3-14; 
Dk Gmilscbafi^ 23 ; Dk Heimat, 
347; Dm hmn Reid, 434; Dk 
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Journals (cont.): 

Insel, 62, 278; Der Kondor^ 425; 
Das Neue Pathos^ 424; "Pan, 62, 

1 17, 170, 229; Quadriga, 370, 
419; Simplidssimus, 57, 63-4; 
Der Sturm, 425 ; Die Weissen Plat- 
ter, 364; Die Zukunft, 13 
Joyce, James, 368, 404, 450, 502-5 
Judith theme, 170, 264, 391-2 
Jung, C. G., 283, 441 
Jung-Deutschland, i, 79, 321 
Jiinger, Ernst, 378, 432, 460, 462!?, 
468, 482, 485, 488, 547 
Friedrich Georg, 276, 547-8 
Jiingstdeutsche Bemgung, 79 
Junkers, 47-9, 293-4 

Kafka, Franz, 72, 226, 381, 402-3, 
45off, 462, 484, 494, 504 
Kaiser, Georg, 17, 32, 80, 170, 258, 
389, 413 

Kant, Immanuel, 175, 498, 500 
Karlweis, 89 

Kasack, Hermann, 460, 464 
Kaschnitz, Marie Luise, 540, 552 
Kassner, Rudolf, 446 
Kastner, Erich, 374 - 5 > 553 
Keller, Gottfried, i, 4, 44, 105, 218, 
227, 237, 257, 272, 277, 281, 
288-9, 327 > 350 > 333 > 35 o> 353 > 
438 

Keller, Paul, 357-8 
Kellermann, Bernhard, 368, 486 
Kellnerinnenroman, 79 
Kelmscott Press, 135 
Kessel, Martin, 545 » 553 
Kesten, Hermann, 490-1 
Key, Ellen, 161, 175 
Keyserling, Eduard von, 47, 119, 
293 ff, 430 

Hermann, 443 

Kierkegaard, S0ren, 328, 446, 448, 
450-1, 495 > 501, 513 
Kipling, Rudyard, 105, 320, 398 
Kirchbach, Wolfgang, 33 
Kirchhoff, Wilhelm, 275 
Klabund, 247, 257, 362 - 3 > 378 
Klages, Ludwig, 131, 140, 15 ^ 
Kleeborn, Hermen von, 554 
Klein, Karl August, 128, 130-1 
Kleist, Heinrich von, 5, 12, 29, 32, 
35, 83, 134, ^ 5 ^, 301, 355 , 

384, 396, 403 
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Klopstock, Friedrich Gottlob, 86, 
155-6, 361, 421, 547-8 
Knabenliebe, see homosexuality 
Kneip, Jakob, 274, 418 
Knittelverse, 35, 223 
Kokoschka, Oskar, 388, 401 
Kolb, Annette, 491-2 
Kolbenheyer, Guido, 382-3, 428 
KolbenhofF, Walter, 482-3 
Kolonialroman, 357-8, 378-9 
Kompromissdramatiker, 44ff 
Konig, Eberhard, 34 
Kornfeld, Paul, 389 
Kosmiker, die, 141-2 
Krafft-Ebing, August F. F., 37, 
220 

Kralik, Richard von, 223 
Kramer-Badoni, Rudolf, 484 
Kraus, Karl, 92, 429 
Krauss, Werner, 34-5 
Kretzer, Max, 27, yyff, 320 
Kreuder, Ernst, 46iff, 462 
Kroger, Timm, 106, 351 
Krolow, Karl, 559, 546 
Kubin, Alfred, 72 
Kulturkampf, 6, 350 
Kulturphilosophen, 20, 429, 444 
Kiinstler: -novelle, 1 8 3 , 2 5 7, 276 ; -roman, 
79, 282, 291, 312, 345 
Kurz, Isolde, 281, 325-6 

Lachmann, Hedwig, 114, 117, 220 
Lagarde, Paul de, 444 
Lagerlof, Selma, 32 
Land, Hans, 80 
Langbehn, Julius, 162, 444 
Langgasser, Elisabeth, 475 348 
L’Arronge, Adolf, 11-12, 29 
Las Casas, 369, 496-7 
Lasker-Schiiler, Else, 22, 321, 335-6 

Datenz, 507-9 

LaufF, Josef, 268, 351 
Lavant, Christine, 554 
hebenspbilosophk, 442, 446, 463 
Lechter, Melchior, 135 
le Fort, Gertrud von, 339ff 
Legendenspiel, 51 

Lehmann, Wilhelm, 276, 544^, 555 
'Uhrer-undSchuderstuche, 17, 52-3, 64, 
391 

Leifhelm, Hans, 276 
Leip, Hans, 492 
Leitgeb, Josef, 276, 528^9 
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Lcnau, Nikolaus von, 104, 358, 377, 
500 

Lcrnet-Hoicnia, Alexander, 523-6 
Lersch, Heinrich, 418-9 
Lesbian love, 56, T17, 184, 272, 307, 
386,471,476 

Lessing, Gotthold Ephraim, 47, 93, 
123, 232, 254, 263 
Lessing-Thcatcr, 25, 29 
Lcutclt, Gustav, 439 
Licbknccht, Karl, 22, 92 
Lichtenberg, G. C., 91, 268 
Lichtenstein, Ulrich von, 42, 349 
Lieder, Waclaw, 129, 139 
Licnhard, Fritz, 34, 347 
Lili Marlmty 492 

Lilicncron, Detlev von, lojfT, no, 
150, 355 

Lindau, Paul, 2, 79 
Rudolf, 377 

Linde, Otto zur, 154, 359, 540 
Liszt, Abb6 Franz, 60, 132 
Loerke, Oskar, izoff, 545 
London, 20, 56, 123; (Whitechapel) 
22, 62 

Lons, Hermann, 320, 356-7 
love, II, 21, 184-3, 

chastity, Heiligenkgmden^ homo- 
sexuality, incest, Lesbian love, 
marital rights, marriage, IVlaso- 
chism, nymphomania, PubertUts- 
erotik, senile eroticism, sexual- 
ism, das VtrhUlims 
Liibcck, 109, 305, 307, 3ioflf’ 
Lublinski, Samuel, 251, a66 
Ludwig, Emil, 428 
Ludwig I of Bavaria, 13, 407 
n— , 15, 128, 491 


Maas, Edgar and — , Joachim, 480 
Mach, Ernst, 441 

machinery, 27, 69, 367-70, 418, 
442-3, 461, 463, 486, 527, 
54S 

Mackay, John Henry, 17, aa, 80 
Maeterlinck, Maurice, 13, 19, 27, 159, 
167, 170-1, 184, 214, 224, 
226, 228-9, ^5^-4* 261-2, 

271, 292-3, 296-7, 421 
magic realism, 448, 43 x, 465, 503 
Malkrm6, St6fane, 122, 124, 130, 
139, 162 


Mann, Heinrich, 12, 17, 10, 

295-4, 305ff, 312, 428 

Thomas, 1, 5, ly, 26, 33, yi, 83, 94, 
104, 142, 226-7, 229, 272, 282, 
288, 305, 307, 3o9ff, 527, 330-1, 
534, 448, 491 
Marchm^ 298, 357, 375-6 
Manhendrama, 30, 34, 48, 50, 53, 238, 
271 

Mariolatry, 177; see Virgin Mary 
marionettes, 217, 224, 228, 230, 251 

293 

marital rights, 9, 254, 268 
Alark-Isolde theme, 238, 392 
marriage, 20, 32, 209, 248, 290, 454 
Martens, Kurt, 70, 80, 84 
Marxism, 5, 4, 21, 24, 233, 366, 598, 
495 

Mary Stuart, 342, 384-3, 405 
Alasochism, 34, 70 
mass psychology, 28, 30, 324 
Mataja, Emil, 479 

Alaupassant, Guy de, 13, 45, 76, 81-3, 
90, 305» 4^3 
iMauthner, Fritz, 79 
Alechow, Benno von, 434 
Aleckicnburg, 266, 450 
medieval colouring and influence, 
133-4, 149, 21,6; — literature, 
256, 25B, 260, 263, 277; — 
themes, 31 34, 42, 134, 273, 349 
Aieerheimh, Richard von, 236 
Meicr-Grafe, Julius, 61-2 
Mekr I klmbrecht^ 414 
Aieiningers, the, u-12 
Mcim)ng, Alexius von, 442 
miknge des genres: (drama) 9, 271 ; (art) 
191-2; (lyric) 243 
AlcII, Alax, 223, 239fl, 264, 519 
Alelusine theme, 272 
Memchmrdmg^ 507, 512-3 
Alesskds, 35-6, 236, 353 
Alcsskhs, 35-6, 38, 48, 181, ^00; see 
Jesus, Christ novels 
Messianism, 475 
Meurer, Kurt Erich, 553 
Mexican exoticism, 247, 274, 369, 

37L37«>493 
Mexico, 35, 247, 274, 369 
Meyer, Conrad Ferdinand, 6, 76-7, 
104, 109, 122, 194, 306, 325-7, 

355 . 584 » 4 * 5»473 
Mcynnk, Gustav, 72ff 
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Miegel, Agnes, 342ff, 420 
milieu, 3, 4, 25, 279, 441 ; see Zola 
Milieuroman, 75, 79, 279 
Mittereir, Erika, 554 
miracle plays, 264; see mystery play 
Moderne, die, 21, 88, 251, 323 
Modersohn-Becker, Paula, 267, 322 
Moeller-Bruck, Arthur, 104, 445 
Moli^re, 48, 50, 65 
Molo, Walter von, 326, 383 
Mombert, Alfred, 10 1, 156, 242-4, 
417-8, 466 

Moore, George, 87, 479 
morality play, see mystery play 
Moravians, 10, 25, 36, 43 
Morgenstern, Christian, 65, 168, 443 
Morris, William, 15, 218, 486 
Morse, B. J., 200 
Morwitz, Ernst, 141 
mother-complex, 222, 284 

mothers and daughters, 343; 

sons, 282, 284, 323, 401 
Motivgeschichte, Motivik, 417-8, 425 
Alozart, 8, 158, 225, 492 
Muller, Bastian, 483 
Mtiller-Guttenbrunn, Adam, 358 
Miinchhausen, Borries von, 116, 420 
Munich circle, — school, 2, 5, 14, 21, 
65, 122 

Musikerromane, 60, 158,371, 49 1,5 27-8 
Musil, Robert, 356, 448, 502-3, 509, 

531 

Muzot, Chateau de, 164, 197, 205 
mystery play, 225-4, 239-41 
mysticism, 159, 174, 177, 186, 256, 
263, 297, 382, 449, 495, 521 

Nachkriegsliteratur, 5 5 2 
Nadler, Josef, 429, 439, 538 
Napoleon, 23, 35, 89, 268, 301, 396, 
408 

Narcissism, 103 ; see Ich-Anhetung 
Natorp, Paul, 442 

naturalism, iff, 244, 267, 279, 292, 
294, 298, 346, 418 
naturmagische Schule, die, 545 
Nazi doctrine, 347, 356, 368; — liter- 
ature, 281, 427-8 ; — lyrists, 426 
Nazis, 158, 462, 468, 478, 485, 489, 
493 ; see Hitler 

Neo-Classicism, 4 > 251^, 547 

Neo-Hellenism, 133, 153, 2 i 5 > 276-8, 
536 
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Neo-Romanticism, 3, 3off, 86, 228; 
see impressionism 

Neronism, 77, 103; see Ich-Anbetung 
Nervenmensch, 76, 87ff, 304 
Neue Sachlichhit, 73, 373, 403, 426-7, 
442, 542ff 

Neumann, Alfred, 386 
Robert, 386 
Neutoner, 449, 540 

Nibelungen, 3, 241, 231, 260, 266, 
499, 521, 525 

Nietzsche, Friedrich, 3, 6, 10, 15, 49, 
65-4, 66, 69, 70-1 , 77, 80, 92, 93fr, 
119, 142, 143-6, 157, 244, 233, 
304, 307, 333, 384, 417-B, 444, 
495, 548 

Nihilism, 449, 339, 343-4 
Ninon de PEnclos, 239, 273, 307 
Norwegian influence, 16, 123, 331, 
483 ; see Ibsen, Knut Hamsun 
Nossack, Ernst, 462 
Hans Erich, 340 

Novelle, definition and technique, 153, 
236-7, 473-4; see Kunstlernovelle 
Niichtern, Hans, 554 
Nuremberg, 299, 502, 418 
nymphomania, 32, 57 

Ompteda, Georg von, 76, 80, Szff, 
323 

Ophelia motif, 420, 543 
Oriental colouring and themes, 20, 
132, 134, 247-8, 335; — poetry, 

117, 363 

Orwell, George, 486, 488 

paederasty, see homosexuality 
Pan, 62, 117, 170, 229 
Pannwitz, Rudolf, 134, 156, 157-8 
pantheism, 143, 174, 382 
Paquet, Alfons, 378, 485 
Paracelsus, 231-2, 382 
Paris, 39, 79, 87, 162, 173, 183, 378 
Parnassianism, 86, 125, 130, 192-3, 
208 

Parzival, 44, 31, 134, 291, 344, 423, 
459 

Paulsen, Friedrich, 138 
peasant tales, see Blut- und Bodenlitera- 
tur, Heimafkmst\ — plays, see 
Bauerndrama 
Penzoldt, Ernst, 376 
Perkonig, Josef Friedrich, 439 
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pessimism, 3, 65, 99, 102, 443; st>e 
Schopenhauer 

Pfik'buirama, 32, 2<i3, 367, 396, 40S 
Philistinism, 289, 291; see 'AiUi-B/irger 
literature 
PbjsiogNomik, 447 
Pidoll, Carl, 527-8 
Piontek, Heinz, 539-40, 549“"52 
Platen(-Hallermundc, August Craf 
von), 122, 133, 272, 312, 317, 
497 » 5^9 

Plato, 143, H 9 » 3 ^ 7 > 44 *’ 

Plievier, Theodor, 482-3 
Poe, Edgar Allen, 71-2, 124 
poetic realism, i, 81, 279 ^ 

Polenz, Wilhelm von, 83tf, 346 
Poles, 69, 129, 312, 325 
Polish colouring, 50, 324 
Pongs, Hermanii, 119, 192 
Ponten, Josef, 357, 364, 378 
Portuguese literature, 495-6, 499 
Prague, 160, 164, 171, 45^1 

7211; 452 

Preradovic, Paula von, 54H-9 
Pre-Raphaelites, 122, 170, 275 
Prodigal Son theme, 17B, 185, 270 
Professonnroman^ 381 
Protestant literature, 278, 50oB‘, 539 
Proust, Marcel, 364, 504, 

Prussian military caste, 63, 384, 400 
Przybyszewski, Stanislaus, 17, 61, 
69 ff, 70- X , 77 » ^5 

psycho-analysis, 6, 230, 283, 3x3, 44 ^ 
Pubemtserotik^ 30, 50, 55, 221, 277, 

509 > 335 » 343 » 365 > 377 » 
see Lebrer- md Sdmkrsiikh 
puppet plays, 35, 224, 228 
puppets, see marionettes 

Raabe, Wilhelm, 289, 29 2, 3 20, 3 5 4, 43© 
racial doctrine, 99, 145 > * 57 > ^ 55 > 275 * 
350, 354, 366-7, 379, 443 » 444^5 
Racine, 253, 328 
Rahmener^dhitmg^ 329, 474 
fape, 34, 3 3 520 

Rathenau, Walther, 428, 442-3, 489 
Kauschhmst^ 94, X04, 150, 288, 307, 
360 

realism (on stage), u, 25-6; consis- 
tent — , 8, 16; magic — , 465; 
poetic — , X, 8, 279; transparent 

—,471 
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Recier, Heinrich von, 105 
regional nf>ve], regionalism, 346^; 
see llhmtkwist, Bhit- mid Boden- 
/itcratur 

Regnier, Henri de, 133, 139 
Kehtisch, Hans Jose, 41 1 
Keinhardf, Max, it, 70, 220, 223, 
2374, 245, 270, 365, 387 
Reinhart, \X enter, 164 
Rembrandt, 180, 227, 382, 444 
Renaissaitce, lo, 62, 99, 177, 302, 306, 
325; -- dramas, 104, 215, 218, 
232 

lUnalssmamcnseh^ 77, X03, 215, 306; 

see I \ifem//cfistb 
Re /Ur der I vm’, der^ 26-7 
Reuter, (iahricle, 521, 323, 325, 335 
revenge dramas, 214, 218, 237 
Richter, Hans Werner, 482-3 

jean Paul, 19, 290, 300, 505, 545 
Rilke., Rainer Maria, 2x, J30, 137-8, 
140, 145, 148-9, 155, i59fT, 2x0, 
217, 229, 250, 322, 333, 362, 402, 
425,442,468,491, 516,525, 538, 
540, 541, 546 

Rimbaud, Arthur, 124, 400, 420, 543 
Ringelnau, Jrmchim, 553 
Rinser, Luise, 478 
Rococf), 225, 272, 349, 387 
Rodin, Atiguste, 191-2 
Roman Ciaiholicism, 70- x, 89, 90, 
2X1, 223, 258, 240, 36B, 527 
Romero and Juliet theme, 44, 297 
Rosegger, Peter, 229, 348-9, 353,479 
Hfisenberg, Alfrctl, 445 
Rossetti, D. (b, 114, 122, 2x8 
Hfjth, !r>scph, 583 
liugen, 553 
Rbugcr, Karl, 158 
Rousseau, J. 4, 366, 5 86 
Rmhrmmmg (fiash-back), 338, 450 
Ruedcrer, Josef, 64, 74, 347 
Ruhr, die, 33 5 » 554 
Russia, i6x, iB2-“'3, 245, 274 
Russian inRuence and colouring, 4* 
X59, see Dostoidisky, Tol- 
stoy 

Sachs, Hans, 223, 246 
sadism, 32, 34, 70, 2x5, 274, 307, 
336-7 

Saiko^ George, 531-3 
Salome, 48,, 70, 208, 220 
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Salomon, Ernst von, 489 
Salten, Felix, 237 
Salus, Hugo, 209 
Samson motif, 28, 158, 271, 367 
Sand, George, 10, 80, 394 
Sappho, 184, 322 

Sartre, Jean-Paul, 448, 313, 539, 543 
Satanism, 69, 70-1, 77, 103, 274 
Schack, Adolf Graf von, 5, 20, 122 
Schaeffer, Albrecht, 44, 15 1, 153, 364 
Schafer, Oda, 5 45 > 552 

Wilhelm, 257, 266, 272, vjdfi 
Schaffner, Jakob, 288ff 
Schaukal, Richard von, 86, 130, 192, 
208-9, 210 

Schaumann, Ruth, 552 
Scheerbart, Paul, 61, 68 
Scheffer, Thassilo von, 278 
Scheler, Max, 442 
Schickele, Rene, 363-4 
Schicksalsdrama^ 222, 260 
Schiller, Friedrich, i, 2, 12-13, 28, 
60, 70, 86, 93, 109, no, 222, 251, 
259, 271, 312, 326, 344, 361, 367, 

383,398,423,525 

Schlaf, Johannes, 16-17, 19, 80, 85, 
155, 229, 361 

Schlegch Friedrich, 7, 137, 321 
Schleswig-Holstein, 106, 109, 3 5 iff 
Schmidtbonn, Wilhelm, 27, 269ff 
Schnack, Anton, 546-7 
Friedrich, 378, 434, 547 
Schneider, Rcinhold, 4^2-3, 495^^ 
Schnitzler, Art[h]ur, 89, 90, 104, 
21 1-2, 220, 228, 229ff, 309, 324, 
428 

Schollendichtmg, 75, 346, 429; see 
Heimatkunst 

Scholz, Wilhelm von, 74, 223, 25iff, 
256, 26iff, 273 
Schonhcrr, Karl, 238, 438 
school literature, 17, 280, 282, 290-1, 
365, 375 ; see Lehrer- und Schukr- 
stucks 

Schopenhauer, Arthur, 3, 65, 71, 96, 
I59> 272, 495 ^ ^ . 

Schroder, Rudolf Alexander, 62, 276, 

500. 53B, 540 

Schuler, Alfred, no, 129 
Schweitzer, Albert, 362, 446 
scientific novel, see machinery 
Seghers, Anna, 493-5 
Seidel, Ina, 343ff, 428 


Seidel, Willy, 378 
Sekundenstil^ 17, 25, 29 
senile eroticism, 32, 34, 350, 382, 478 
sexualism, 28, 115-6, 142, 206, 221, 
229, 246, 313, 321-2, 354, 364, 
386,397,405,441,458, 476,478, 
510,548 

Shakespeare, 9, ii, 12, 140, 152, 157, 
195, 216, 271, 274, 298, 405, 408 
Shelley, P. B., 68, 216, 245, 520 
Silesia, 24, 26-7, 30-1, 33, 36, 62, 
296, 349> 357> 382 
Simmel, Georg, 159, 180, 442 
Simpli^issimus, 57, 63-4, 423 
Sitten- md Thesenstikk, 2, 1 1 
Slav influence and colouring, 70, 1 1 1 ; 

see Russian influence 
Socialism, Socialists, 3, 10, 15, 21-2, 
63» 76-7> 80-1, 92, 100, 112, 258, 
308, 356, 418, 443, 445 
Sohnrey, Heinrich, 274, 347 
Sohn-Vater-Kampf, 29, in, 270, 282, 
284, 291, 371, 389, 400, 453, 459, 
469 

son-mother-motif, 172, 284, 401 
Sophocles, 220, 412 
Sorge, Reinhard Johannes, 389 
Spanish themes, influence, and col- 
ouring, 33, 124-5, 194, 257-8; 
— literature, 209 ; see Calderon, 
Cervantes, Lope de Vega, Tirso 
de Molina, Unamuno 
Spengler, Oswald, 443, 486 
Spielhagen, Friedrich, 1-4, 257, 293 
Spiralenprin^ip, das, 515 
Spiralroman, 532 
Spitteler, Carl, 244ff, 249 
Stadler, Ernst, 422-3, 425, 448 
stage technique, n-12, 389, 405 
Stehr, Hermann, 80, 83, 142, 274, 
296S, 299, 304, 337 
Steiner, Rudolf, 68, 443 
Sternberger, Dolf, 540 
Sternheim, Carl, 271, 291, 389, 393, 
405 

Stifter, Adalbert, 84, 151, 322, 434 
Stirner, Max, 22, 84, 151, 322, 434, 
522 

Stoffhmst, 19, 122; naturalism 
Storm, Theodor, 106, 109, 317, 350 
Strachwitz, Moritz von, 420 
Stramm, August, 388, 425 
Strauss, Emil, 17, 279-81, 282, 289 
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Strauss und Torncy, I.ulu von, 83, 
342fF, 356, 419 

Strindberg, August, 29, 55, 69, 71, 
79, 89, 3:13, 115, 388 
Strobl, Karl Hans, 439 
Sirophenverschlmgtmgy 157, 537, 540 
Stucken, Eduard, 33, 70, 272lT, 369, 
378 

student life, (universities) ni, 290, 
329, 3 34; (schools) 289, school 
literature 

Siurm und Drang, 28, 54, 56, 63, 270-1, 
388 

Styria, 241, 374-7, 384-5 
subconscious, the, 265, 296, 441 
Sudermann, Hermann, 12, 21, 44fr, 
53,63,76,81,229,238,352,354 
Sudetenland, 430, 439 
superman, the, 3, 64, 77, 98, 103, 
367, 464 

Surnaiismus, 440, 449, 543 
Swabian regionalism, 350, 3 58, 456 
swastika, 356, 366 

Swedish influence and colourifig, 
246; see Ellen Key, Selma 
Lagcrlof, Strindberg 
Swinburne, A. C., 122, 130, 139, 153, 
219 

Swiss influence and colouring, 315, 
327, 332-3; see C, 1 '. Meyer, 
G. Keller, Spittcler, Jakob 
Burckhardt 

Switzerland, 244, 282, 288, 349-50, 
364 

symbolism, symbolists, 4, 6, 21, 63, 
86, 122, 130, 159 
syphilis, 93, X04, 294, 335 

Taine, Hippolyte, 4, 13, 441 
Taktweehsely 187, 207 
Tannhauser, 15, 70, 262 
Tatenmensch, 103-4, 216 
Tatsachenroman^ 373, 4x9, 483 
technological novels, 5 27 ; see machin- 
ery 

Tekgrammstil^ 256, 388 
Tenden^z, 418; -drama, 52 
tentacular city, 163, x68; see Gross- 
stadtroman 

Terrordiktatmn, 488-90, 495; see 
Hitler 

Teufelsbiindner, 72-3, 273 
Thiess, Frank, 361, 471^ 


things, doctrine of, 19 1 

Third Hmpire the. 35. 145, 143,445 

Thirty Years War, 351, 341^ 

399» 408, 420 

Thoma, Ludwig, 64-5, 347, 349 
I homas, Dylan, 156 
'Fhompson, F-rancis, 68, 243 
Thurn und Taxis, Princess of, 163 
pefinpsydo/ogk, 522-5, 534 
ficck, Johann Ludwig, 237, 271 
Tirso de Molina, 264 
'I’ojier, lArnst, 27, 369, 394-5, 483 
lolstoy, 4, 81, 161, 384, 482 
totalitarianism, totalitarian state, 208 
463>5I9 

i ovote, Heinz, 17, 76, 82ff 
Traghdt des }krq;ens, 301, 304, 360-1 
'Iraki, CJcorg, 192, 42X-2, 448, 537, 
546 

transparmkr Healismus, 471 
I’ransrea/ismus, 449 
triangular marriage, 26; see E/je zu 
Dritt 


*I’rieste, 24B, 526, 329 
'JVistaii-lsokie-Mark theme, 238, 327, 

392 

trilogies (novels) 507-8, 355-6, 369, 
404, 456, 487-8, 490- 1, 504^, 
S-f'b 5 3^1 (dramas) 409, 4x0, 412 


Vhrbretti, 59, 61, 72 
Ukrmvnsr/j, loz; see superman 
iJberrcaiismtis, 427; see Nem Saehlkh- 
hit 

IJmweritmg aller Werk, 98 
Unamuno, Miguel de, 495 
mm mystica, 35, 55, n 6 
unmarried mother, the, 81, 250, 291, 
3^2,524,355 

Unruh, Fritz von, 32-3, 395fr 
Usinger, Fritz, 546-7 
Utopias, 14, J7J, 41}, 485-7; — 
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162, 384, 543 
Verne, Jules, 69, 368 
vers libres, see free rhythms 
versification, laws of, 417 
Verwey, Albert, 129, 139, 142 
Vesper, Will, 428, 434 
Viebig, Clara, 321-2, 324^ 

Vienna, 9, 12, 76, 210, 235, 372, 383 
Viennese Volksstuck, 8, 10; — writ- 
ers, 8, 76, 86, loofF, 208, 2iofF, 
349> 384, 396> 

vie romancee, 6, 269, 275, 331, 343, 
358, 362, 371, 374, 376, 383-4, 
480, 529, 549, 552; set Kunsiler- 
roman, -novelle, Musikerromane 
Villon, 1 17, 398, 400 
Virgil, 147, 446, 504 
Virgin Mary, 117, 181, 189, 204-5, 
237-8, 265, 272-3, 337-8, 349, 

352, 372, 410 

Vischer, F. T., 244 
Vistula, the, 51, 351, 424 
Voigt-Diederichs, Helene, 343^ 
Volkslied, 66, 109, 169, 188, 205 
Volksstuck, 8, lo, 89 
Vollmoller, Karl Gustav, 34, 44, 220, 
223. 237-8 

Y order- und Hinterhaus, 12, 46 

Waggerl, Karl Heinrich, 438 
Wagner, Richard, 12, 34, 44, 60, 70, 
93. 95. 97. 134, 314. 31:7. 371. 
404, 491 

Wahlverwandtschaften, 466, 468 
Walden, Herwarth, 335, 425 
Wallenstein, 331, 367 
Wandering Jew, the, 355, 424 
Wandlmg, 147, 561, 371, 381, 394-5, 
415, 463, 501, 512 

Wassermann, Jakob, 27, 80, 224, 257, 
299fF, 361, 371, 378, 435, 448 
waves-of-consciousness works, 183, 
236, 48T, 484, 502 
Wayland the Smith, see Wieland 
weavers, 27, 76 

Wedekind, Frank, 17, 26, 5 1, 54ff, 65, 
90, 271, 359, 388-9, 470 
Wegner, Armin T., 378, 420, 424 
Weigand, Wilhelm, 104 


Weimar, 60, 238, 322 
Weinheber, Josef, 276, 536-8 
Weininger, Otto, 441 
Weltschmer:^^, 3 ; see pessimism 
Werfel, Franz, 91, 192, 370!?, 423-5, 
451,485, 543 

V^erkleute aujiiaus Ny/and, 370, 419, 
424 

Werther, i, 3, 316, 467 
Weser, die, 342, 379 
Weston, Jessie, 273 
Westphalia, 296, 342, 356-7 
West Prussia, 56 

Whitman, Walt, 19, 68, 80, 85, loi, 

^5 5 , 244, 246, 417, 425 

Wiechert, Ernst, 339, 430!? 

Wied, Martina, 513-5 
Wieland theme, 34, 356 
Wilbrandt, Adolf, 5-6 
Wilde, Oscar, 61-2, 69, 70, 76, 220, 
222, 590 

Wildenbruch, Ernst von, 13 
Wilder, Thornton, 450, 460 
Wildgans, Anton, 196-8, 229 
Wilhekn n, Kaiser, 76, 253, 260, 
308-9, 311, 359 

Wilhelm Meister, 40, 157, 227, 313 
Wille, Bruno, 17, 20-1, 30, 77, 80 
Willkomm, Ernst, 27, 354 
Winckelmann, Johann Joachim, 41, 
275 

Winckler, Josef, 120, 369, 418-9, 485 
Wodan worship, 356, 361, 363 
Wolf, Hugo, 89 
Wolfe, Thomas, 450 
Wolfenstein, AHred, 420, 425 
Wolff, Eugen, 21 
Julius, 2 

Wolfram von Eschenbach, 44, 51, 
134, i^i, 4 rjv,see Parzival, Gawin 
Wolfskehl, Karl, 129, 140, 15 1, 154, 
229, 468 

Wolters, Friedrich, 138, 15 1-2 
Wolzogen, Ernst von, 20, 60 
Woolf, Virginia, 450 
Worpswede, 62, 186, 322 
Worringer, Wilhelm, 442 
Wortchaotiker, 425 
Wundt, Wilhelm, 441 
Wurzburg, 245, 365 

Zahn, Ernst, 350 
Zand, Herbert, 481, 533-5 
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Zeitlosigkeit, 468, 475, 504, 538 
Zeitroman, 506 
Ziegler, Leopold, 442 
Zola, fimile, 4, 14, 21, 75--9, 81, 83, 
479 


Zuchtwahl, 3, 20 
Zuckmayer, Carl, 4o6ff 
Zukunjt, die, 1 3 
Zurich, 322-7, 329, 333, 363 
Zwcig, Arnold, 373-4 
Zweig, Stefan, 83, 163, 229, 237, 
384-5 
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Augen, is always ohm Hosentrager, and attracts his women with his 
scent of lavender. But the core of people’s characters is not to be 
gathered from their ‘attitudes’, but from the Lafen^ of these (i.e. 
what lies beneath their appearance or outward HaUung). The novel- 
listic interest (in the accepted sense) centres in the female dharac- 
ters ; in particular in Rene Stangeler’s two sisters. A great part of 
the novel is taken up with revealing with great psychological 
detail how, why, and in what state of mind girls and 
women of the higher classes give way to men. The result arrived 
at is that ‘romance’ as novelists depict it is - fiction; what decides is 
blood pressure, not ‘love’. And the results do not imply continu- 
ance of the relationship; illegitimate children belong to nature’s 
way. Thus girls who have given way have not been ‘seduced’; 
what happened had to happen - at the given moment (p. 229, 23 5). 
The one really decent girl is Paula Schachl, in 1911 a shorthand- 
typist, seventeen years old when we first meet her. Stangeler 
accosts her in a street, and she responds with casual friendliness; 
they meet in cafds, they walk through the streets together, but the 
situation for the loss of the girl’s virginity does not accme. She 
fades out of the picture for a good stretch, and when she returns 
she is happily married to a working man; she and her husband do 
come into contact with the roystering ruck, but she remains 
bourgeoise and decent. She is an effective Kontrastfigur, but one 
feels that a walk in the woods with her boy might have ended 
situationsgemass. The conclusion is that, morally considered, pre- 
servation lies not in a good upbringing or religious rectitude but 
in a chanceful escape from the situation. In other words there is 
no virtue in being virtuous, but just luck. 

In 1956 appeared Doderer’s magnum opus, at which he had been 
working for twenty-five years. Die Damonen. It runs to 1 345 pages. 
The title is admittedly borrowed from Dostoieffsky’s Die Damonen, 
of which the English title is The Devils or The Possessed. Thematic- 
ally The Possessed is more close to the texture and intent of Doderer’s 
novel; the leading motif is that we all tend to be obsessed by 
illusions which may go so far as madness but as a rule are a milder 
form of ‘cra2e’, ‘fixation’ may be or ‘complex’, or as die French 
say Itihie. We are possessed of devils that cannot be driven into the 
Gadarene swine. Driven down to their root causes they are likely 
to derive from sexual urges. The nearest approach to demonology 
proper is the dubious idea of that medievalist Rend Stangeler that 



